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ABSTRACT FOR A HONCX:RAPH ON THE RELATIVE STRIKING POWER, 
DUP.ATION, AND INTENSITY BETWEEN THE J•;E:TAPHOR IN 
HAWTHORNE: A:N"D THE ~?LAT INAGERY IN HEJ,iINGWAY 
Shirley Ruth Sigley, Candidate for H, A, 
Horehead State University, 1973 
Director of Monograph: Dr. lewis Barnes 
\·Ii th respect to using two short stories selected through random 
sampling from the works of F.emingway and' rawthorne, this monograph is 
concerned with describing the intensity of metaphor in Hawthorne comp:i.red 
to and contrasted with the flat imagery found in Hemingway, 
Little effort is devoted to any semantic or philosophical analysis 
as to the content of the short stories, other than to state that any 
successfUl short story or poem has much of its success in the synthesis 
of content and form, There are no perplexing problems in the short stories 
used1 each is accessible to meaning from a moderately well~read student, 
The phrase or clause chosen is analyzed for its intensity, not for its 
content or subject rna.tter, 
Ernest E, Robson's The Orchestra of language, written in aid of 
written composition, comp:i.res speech combinations with the combination of 
various sections of an orchestra, The several phonemic sets have sound 
effects p:i.ralleling those of orchestras, The combinations can be measured 
objectively, The striking power of each phrase or clause can be added in 
terms of the phonemic syntax, The time duration in seconds can be a.seer-
tained the same way, The intensity is obtained by dividing the striking 
power by the time duration in s.econds, The higher the intensity, in theory, 
2 
the stronger ·the elilotive a.ppea.l w: expression, It remains to ba 
discovei"6d whether there are significant differences between intensity 
in metaphor anrl flat imagery, 
The findings reveal no significant differences in intensity, 
Yet, it is true that intensity will not reveal the whole picture as there 
are substantial differences among the dif:fererrt items, For e);ample, the 
tota.l striJd.ng pouer for l!a1nhorne' s metaphor is 17, 7% grea tor than for 
the imagery in Hemingway, In addition, the time duration for the metaphor 
in lla~rthorne is 18,27.; greater than for Hemingway•s imagery, However, the 
compensating differences--to ,5rb--makes the intensity nearly the Sil.me, 
A :random sampling of 15% of all the words in the four stories 
i!Jliicates a total average intensity of 81+,5% whereas the average intensity 
for Hawthorne's metaphor and Hemingway's ima.geriJ is 106,6%, The :ratio 
is 84,5; 106,6%, and indicates a difference Of 26,1% greater intensity 
for metaphor and for imagery than for a J.'2.ndom sampling of the tota.l 
verbal output for both, 
Further, the random sampli11g of 15% of all the wo:rds indicates 
that th$ time duration for the sto;r:les diffeJ."S by J.2% in favor of more 
length for Hawthorne, When this 3% factor in favor of time-duration for 
. Hawthorne is ta.ken from the metaphor time-du:i:ation :revealing 16% more 
in favor of Fawtho:i."?le than Hemingway, the differential for greater time 
dui-a.tion in Ha1nhor11e is s'i;ill 15Js, a significant diffei-ence, 
Therefore, in regard to the metaphor in Hawthorne and the imagery 
in Hemingway, the determining factor is that Of time duration, not 
intensity, The data reveals that this time duration with intensity of 
each being virtually equal-is greater--for metaphor by a margin of 15%, 
... 
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Chapter l 
NATURE OF THE HONCGRAPH, PURPOSE AND SPECIFIC 
ELENENTS TO BE PROVEN, PROCEDURE, 
AND DEFINITIONS 
NATURE OF THE HONCGRAPH 
The initial consideration to be undertaken when discussing 
lan...,auage and its relationship to man is tbat of man himself--with 
his need and ability to communicate with others, In this instance, the 
consideration relates to literature, One can start with ma.n's total 
personality of thinking, feeling, or sensing, or, in other words, with, 
his worlds of heart, head, and band, He bas his thoughts, his 
sensorial responses, and his emotions in responding to experience, 
Of course, the experience the author responds to is his vision of life, 
l>B.n communicates these visions in ma.ny ways; one of the ways is through 
the humanity of a.rt, music, and literature, 
He expresses his artistic response through visual images a.mi 
.through the media of color and form in arousing per.:lonality responses of 
the viewers, Nusic evokes and expresses sensorial and emotive responses--
and, frequently, intellectual responess, Literature, however, through 
its use of language, involves many of the images of the artist and many of 
the sounds of the musician, thus ena.~ling communication to take place on 
deeper and wider levels, or at lea.st on multiple levels, Jf.a.n•s literature 
is certainly a highly significant way of communicating a. vision of 
" l 
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experience, It is significant to realize tha.t in language one moves from 
sound to sense, and tha.t only through the words themselves can this move-
ment in literatui-e be ma.de, There are no other "ca=iers" tha.n language 
in a literary sense, 
language structures can be so ordered or handled as to present 
bare physical facts on a purely concrete physical level, or so handled 
as to arouse intellectual responses--either those of perception or those 
of cognition, The perceptive force is stronger than the cognitive force 
in literature, Or, as is generally the case with literature, language 
is handled to arouse, express, or assert the emotive or attitudinal 
responses to experience of the author and reader, 
Literature, with its particular structures, involves the total 
personality of man in the appeals must be made concu=ently to his worlds 
of senses, sense, and emotion, The unique structures of language rest 
upon the arrangement of phonemes, morphemes, lexemes, and sememes, all 
graduated from the smallest unit through the paragraph or verse, To evoke 
the necessary responses for effective communication or expression, writers 
have tr.?,ditionally used simile, mei;<j.phor, alliteration, oxymoron, synecdoche, 
personification, hyperbole, onomatopoeia, assonance, and other figures of 
.speech or ornaments, As well, they ha.ve used the tools of comedy, the epic, 
tragedy,· and melodrama., However, these views of life are themselves expressed 
through the figures and ornaments indicated, 
Before the twentieth century, literary man presented his readers 
with all matters of detail, leavill?, ~ittle room for more description or 
even less room for interpretation: Central and peripheral areas of thought 
were always clearly directed, But, as Highet points out, such is not 
the ca.se in the twentieth centuryi 
Ma.llarme tells us how many reeds he would paint beside the 
lake . Pound presents phonetic transcriptions of American and 
English dialects in his Canto . Joyce, too, is scrupulously 
exact in :reporting and echoing every noise heard in a bar, every 
advertisement glimpsed in a shop-window. But what they state 
is the detail, and the articulation of the detail with the central 
thought , a.re left for tha reader to work out. l 
Befo:r:e the era of the symbolists and irnagists, the writers gave 
their central position and supplied details in support. When they 
desired tha.t the reader reach another level of involvement, they produced 
the figures of speech and ornaments of poetry essential to get him the:r:e . 
The pre- twentieth writers in the United States , including I·~lville , 
Hawthorne, Whitman, Longfellow, Whittier, and Lowell , "took no chances" 
on--or with--tha readers. 
However, the "Ima.gists ," numbering among them such figul."es as 
Arrry Lowell , D.H. Iawrence , Richard Addington, and Ezra Pound, freed them-
selves and the worl d of literature--their position--by insisting upon the 
use of the common word , on freedom of the free verse , on absolute choice 
of subjects, and on the need to present a.n image ma.de of specific details. 
They attempted t o avoid figuxes of speech and , parti cularly, the world 
of metaphor. It seemed as though they viewed the world of experience as 
one where the reader would be needed to create or re- create the artistic 
experience . Thus , the authors sent about clouds of cl ues , each physical 
in natuxe . These clouds of clues swarmed as bees swarm. If they struck 
in any way the perceptivity of the reader, they fused t o a revealing 
point . If they did not strl.ke at all, they simply "went by the reader. " 
lcilbert Highet , The Classical Tradition (New Yorks Oxford, Galaxy , 
1967), p. 50). 
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Of course, this phenomenon was a bit of a shock to the readers, who 
until now, had had all the content inforrr.ation given them; 
Imagery and other tror4is in writing, including that of scientism, 
demanded less omniscience on the part of the writers and more participation 
on the part of the reader, Obviously, much of this new approach demands 
attention to the la.n.,."llage of the works themselves, It is a natter of 
record and within the knowledge of even the casual reader that American 
novelists and short story writers have reflected in their art and dedi-
cation the use, of the concrete detail or im-.ge as the substance of under-
standing or communicating, 
Because the scope of the monograph must necessarily be limited, 
the short story rather than the novel was chosen, Since the short story 
is related to a single main incident which represents, intensely, one 
aspect of human experience, the images or metaphor or both are usually 
sustained and obvious, The short stories from Hemingway a.nd Ha.1.thorne 
pose no unusual problems, from the point of literary philosophy, Thus, 
it is relatively easy to concentrate on certain linguistic structures 
for des~riptive pui-poses, 
The purpose of this monog;.-aph, specifically, is to examine the 
language structures of a traditional nineteenth century American writer 
and a typical twentieth century American author, limiting consideration 
to the short stoxy art of each, Nathaniel Hawthorne (1804-1864) is a 
competent representative of the nineteenth century writers because of 
his popular appeal and reputation, Although short stories wei-e published 
before Hawthorne• s time, Thomas H, Dickinson in his book, N;.king of 
American Literature, indicates that Hawthorne established the short stOr'J 
5 
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as a literary form. Ernest Hemingway (1899-1961) is an adequate 
representative of the twentieth century's attention to imagerJ. 
The nature of the monograph is chiefly concerned with describing 
the intensity of the metaphor in randomly selected short stories of 
Nathaniel Hawthorne as compared and contrasted rrith Ernest Hemingwa.y•s 
flat imagery. This is not to assert that there is no metaphor in Ernest 
Heming;ray•s a.rt or that there is no flat inagery in Nathaniel Hawthorne's 
a.rt, Nevertheless, it is asserted tha. t there is more flat irra.ger:,,. in 
Hemingway's literary rrorks than in the a.rt of Hawthorne. At this point, 
it is necessa.rJ to state that, for this study, the figures of speech a.re 
reduced to the mataphor in Hawthorne, although the argument might be that 
all figures of speech used by Nathaniel Hawthorne should be considered. 
The metaphor, with its extreme but astonishing device for contradiction, 
must be considered against the striking power of the flat image. 
The short stories, "The Birthmark" and "Fea. thertop: A !C.oralized 
legend, 113 were selected from the works of Hawthorne by random sampling, 
and two short stories, "A Way You•ll Never Be" and "The Short Happy Life 
of Franc.is J.'acomber, '.4 were likewise rando~ly selected from Hemingway's 
literary work. These stories were chosen for the purpose of studying the 
.language structures and, the language structures selected a.re those 
relating to the metaphor of Hawthorne and to the flat imagery of Hemingway. 
2Thoma.s H. Dickinson, The l'ia.king of American Literature (New York: 
Appleton-Century Company, Inc,, 1932), p, 418. 
3Ne}rton Arvin, (ed, ). Hawthorne's Short Stories (New York: Alfred 
A. Knopf, 1961), pp. 177-193, and pp. 251-269. 
4charles Poore, (ed.). Ernest Hemi The Hemi wa. Reader 
(New York: Charles Scribner's ,Sons, 1953 , pp. 381-392, and pp. 541-572. 
·. 
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The position taken is that there should be some common method 
of analyzing the relationship of P.a.wthorne•s metaphor with Hemingway's 
imagery, Little effort is devoted to any semantic or philosophical 
analysis with regard to the content of the stories, other than to state 
that the success of any good short story depends largely upon the·writer•s 
skill in combining form and content, 
To evaluate the stories for intensity of striking power some 
tool must be used, Thus, Ernest N, Robson's The Orchestra of language5 
was chosen to aid this analysis, In The Orchestra of language, Robson 
compares individual phonemes to the combinations of various sections of 
an orchestra, After intensive study, he assigned each phoneme or phonemic 
combination a numerical value referred to as striking power, Thus, "striking 
power" must be defined as the numerically assessed relative force of one 
sound with respect to all other phonemic sounds in the language, as, in 
this instance, American-English, Appendix A6 contains details of Robson's 
findings, To avoid fractions, the striking power begins with "l" and runs 
through "31." Then, there is the question as to how much time it takes 
' one to u.tter the sound, syllable, or word, The time duration for articulating 
phonemes is expressed in decimal fractions of seconds, The emotional 
.intensity of a word is derived by' dividing its striking power by its time 
duration in seconds, For example, if a phoneme has a striking power of 
"28" with a relative mean time in seconds of ",22," then, the intensity 
is 28/,22, or "127," To obtain the word's intensity, all the striking 
powers of each phoneme or phonemic combination must be added together, 
5Ernest Robson, The Orchestra of the language (New Yorks Yoseloff, 
6Ibid,, pp, 146-149, see as Appendix A, 
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and all the time duration per phoneme or phonemic combination must be 
combined. Next , the total striking power is divided by tha total time 
durations to obtain the intensity of each word. The same method must 
apply to the phrase or the clause . 
The emphasis in this monograph is on the clause . Fourteen 
examples of metaphor were carefully selected from Hawthorne's art, and 
fourteen examples of imagery were likewise selected from liemingwa.y•s 
art. These metaphors we:re agreed upon by the writer and three other 
people , so subjectivity would be minimal. The mean intensity equals 
the total of all phonemic combinations in the clause divided by the total 
of all tiuie durations in the clause . Thus, by this method, the 100an 
intensity for each clause was derived. Then, as a result of these efforts, 
the findings regarding the intensity of Ernest Hemingway's imagery and 
Nathaniel Hawthorne ' s metaphor we:re derived. 
The findings in this monograph are limited because of the brief 
nature of the monograph. However, the method may prove useful in 
deriving the patterning of intensity for verbal expressions and in 
:reaching conclusions as to whether, in fact , stories dependent on an 
appeal to the senses of man through flat imagery carry the same striking 
powers , time durations , and intensities as stories which depend upon 
metaphor for emphasis . 
PURPOSE AND SPECIFIC ELENENI'S TO BE PROVEN 
The purpose of this monogxaph is the study of two of Ernest 
Hemingway• s short stories, "A Way You 1 11 Never Be " and ''The Short Happy 
Life of Francis Na.comber," and likewise , two from Nathaniel Hawthorne •s 
writings , "The Birthmark" and "Feathertop a A Moralized Legend," all 
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randomly selected in order to analyze the writing in terms of the 
intensity of flat imagery in Hemingway's art and the intensity of metaphor 
in Hawthorne's art, The application of Robson's The Orchestra of the 
language was used to measure precisely the striking power, time 
duration, and intensity for imagery and metaphor, Although no machinery 
was used to determine exact measurement, Robson•s theory was applied 
to the sounds as read in a normal speaking voice and as heard by the 
author of this monograph, The results reveal whether there is, in 
fact, any significant difference in intensity between the flat imagery 
and metaphor, 
PRCCEDURE 
This monograph is developed in seven chapters, First, Chapter 1 
details the nature of the work, indicates the background, the nature of 
the experiments, the purpose of specific elements to be proven, previous 
work, procedure and definitions, Chapter 2 sets out the actual metaphor 
chosen from Hawthorne's "The Birthmark," together with the striking power, 
duratio~, and intensity of each chosen clause, Chapter 3 sets out the 
' actual metaphor, including its striking power, duration, and intensity 
,chosen from Hawthorne's "Feathertop: A Ho:ra.lized Legend," Presented 
in Chapter 4 are the images, together with striking power, duration, and 
intensity, chosen from Hemingwa.y•s "A \'lay You'll Never Ee," Chapter 
5 sets out the images, including their intensities, striking power, and 
durations, selected from Hemingway's "The Short Happy Life of Francis 
Ea.comber," Chapter 6 indicates the differences in the findings, 
Chapter 7 contains some considerations based on the differences in 
9 
striking power, intensity, and duration as revealed in Chapter 6, and 
a summary of the monograph. 
PREVIOUS WORK IN THE FIELD 
The Education Index, Readers • Guide to Periodical Literature , 
Essay and General Literature Index, International Index: A Guide to 
Periodical Literature in Social Sciences and Humanities , Books in Print, 
and Dissertation Abstracts :reveal no evidence of work done in regard 
to analyzing and comparing Hawthorne's metaphor and HeJUingway •s imagery 
in regard to Ernest Robson's The Orchestra of language . However, some 
monographs have been written by l'.orehead State University students on 
using Robson's The Orchestra. of the L:l.ny"Uaqe as a tool for analyzing 
striking power. Yet , none of these monographs has dealt with the nature 
of metaphor and imagery. The monographs are as follows s Judith Y. 
Chandler's The language Structures of Epic As Seen in Gone with the 
Wir.d and \;a ter of Life . Denise i·hlnizaga Lagos• s The Na.king of a Spanish 
Orchestra. of l.d.t§'Uage Based on Robson's The Orchestra of language , IG.vid 
Littleton' s Structures of Dialect in Short Stories and Poetry of Jczse 
Stuart, Sharon McClanahan•s A Study of Attitudinal Tones in the Poetry 
of Carl Sandburp Using Theories Proposed by Jamieson, Reiss and Plutch1k, 
Ada Jobe ' s Color, Attitudes, and Verbll Connotative Utterances Examined 
for Intercorrclationn, and Rosemary Center's The language of Invective 1n 
Jona.than Swift's Gulliver's Travels . Although the authors of the above 
monographs used Robson's book as a source, they did not apply Robson ' s 
theory t o an analysis of the imagery in Hemingway as compared and contrasted 
with the metaphor in Hawthorne . 
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DEFINITI0?-.1S 
Since a word may carry several meanings, it is necessary that 
certain key words be defined as they will be used within the scope of 
this monograph. 
An ~e is defined as a mental picture created by the writer 
through his choice of words . Hence, imagery 1s an appeal to the senses 
through the use of words or phrases known as images;? for example, the 
statement, .. the cool, green grass," is imagery which appeals to the 
sense of sight and touch. However, the phrase, "the over-ripe, melon 
fragrance," is an example of imagery which appeals to the sense of sight, 
touch, taste, but with a primary emphasis on that of smell. The following 
phrase 1 "a tall, frosted, chocolate milkshake," is an example of i magery 
which appeals to the sense of smell, s ight, taste , and touch. Using such 
terms are some twentieth century English imagists including D. H, Lawrence, 
F. s. Flint, and Richard Addington, and some twentieth century American 
imagists, including Amy Lowell and John Gould Fletcher, 
Metaphor is defined as an indirect self-contradiction, in which 
one or some of the characteristics 1n Item One are identical to Item Two.8 
The atatement, "Bill is a snake," is an indirect self-contradiction since 
Bill is not physically a snake . Yet, certain characteristics of Bill are 
related t o certain qualities of the snake so that one is asserted to be 
precisely the other, Here , the principle is one of comparison to homeopathic 
7rau:rence Perrin, Sound and· Sense 2 An I ntroduction t o Poet ry 
(New Yorks Harcourt , Brace and World, Inc., 1963) p, 45. 
8z.ionroe c. Beardsley, Aestheticss Problems in Philosoph! of 
Crit icsm (New Yorka Haroourt, Brace arid World, Inc, , 1938), pp. li-0-141. 
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magic where "A" is asserted to be ":B" in a manner as to blend into "B." 
Thus, two objects are being compared, but only one subject is present and 
this subject represents the other. However, in a simile , "A" is asserted 
to be like 0 B" and the two items being compared aro presont. 9 Hence, for 
the purpose of this monograph, metaphor is defined as the fUsion of "A" 
into "B, '' which is then measured for intensity . ~tails on the metaphor 
al:a in Appendix B. lO 
Striking power is a numerically-assigned number for one sound 
based on the force of all other phonoraic sounds in the language, while 
time duration is the amount of time , in seconds , that it takes a person 
to articulate a phoneme or set of phonemes . Intensity is the product of 
strikir.g power divided by time duration in seconds. Thus , intensity is 
considered to be related to emotive fo:rce . 11 
The procedure for applying Robson ' s The Orchestra of t he L'.l.nsuage 
to measure precisely the striking power, time duration, and intensity 
of the imagery in two of Hemingway ' s short stories and the metaphor 1n 
two of Hawthorne's short stories is that of analyzing sounds. Robson ' s 
criteria will now be applied t o analyze the metaphor in Hawthorne • s 
short story , ''The Birthmark. " Robson ' s theory wil l continue to be used 
to analyze the remaining three short stories used within this monograph. 
9Alan Dundes , The Study of Fol klore (Englewood Cliffs , New Jerseys 
Prentice- Hall , Inc . , 1965) , pp. 160-161. 
1CJ3eardsley, op. cit. , pp. 1.34-147, see as Appendix B. 
llRobson, op. cit., pp. 41-48. 
Chapter 2 
Dli.'TAII.S OF THE PROCEDURE AND THE RESULTS IN 
ANALYZI?C THE METAPHOR IN HAWTHORNli:•S 
SHORT STORY, "THE BIRTHMARK" 
The first short story for consideration is Hawthorne's "The 
Birthma.rk,"12 a sUJRilary of which appears &t the end of the chapter. 
From the short story fourteen metaphorical examples were selected. This 
is the number independently .agreed-upon by the writer and by thxee other 
persons. That 1s, all four considered the examples to be those of 
metaphor. In the case of metaphor--as in the case of flat imagery-· 
determiners, adjectives, and nouns were measured, and JDeasu.red for striking 
power, duration, and resultant intensity. 
Below appear the examples of metaphor selected from within the 
sentence context of the story, "The Birthmark," as well as the page 
DWllber where each selection can be founds 
Much as he had accomplished, she could not but observe that 
his most splendid successes were almost invariably failures, if 
compared with the ideal at which he aimed. p. 187 
His brightest diamonds were the merest pebbles, and felt to 
be so by himself, in comparison with the inestimable g9ms which 
lay hidden beyond his reach. p. 187 
But if any shifting motion caused her to turn pale there was 
the mark agai n, a crimson stain upon the snow, in what Aylmer 
sometimes deemed an almost fearful distinctness. p. 178 
Some fast idious persons-wt they were exclusively of her own 
sex-affirmed that the bloody hand, as they chose to call it, quite 
l2Arv1n, op. oit., pp. 177-193. 
l2 
destroyed the effect of Georgiana's beauty, and rendezed her 
countenance even hideous~ p. 178 
With his vast strength, his shaggy hair, his smoky aspect, 
and the indescribable earthiness that incrusted him, he seemed 
to represent man's physical nature1 while Aylmer's slender 
figure, and pale, intellectual face, were .no less apt a type 
.of spiritual element. p. 183 
Airy figures, absolutely bodiless ideas, and f orms of 
unsubstantial beauty came and danced before her, imprinting 
their moioonta:ry footsteps on beams of light. p. 184 
So she poured out the liquid music of her voice to quench 
the thirst of his spirit. p. 188 
The f i rst thing that struck her eye was the furnace, that 
hot and feverish worker, with the intense glow of its fire, which 
by the quantities of soot clustered above it seemed to have been 
burning for ages. p. 188 
"GarefUl ly now, Am1nadab1 carefully, thou man of clay: " 
muttered Aylmer, more to himself than his assistant. p. 189 
The crimson hand, which at first had been strongly visible 
upon the marble paleness of Georgiana's cheek, now grew aore 
faintly outlined. p. 192 
lJ 
Life is but a sad possession to those who have attained 
precisely t he degree of moral advancement at which I stand. p. 190 
Danger ts nothing to mea for life, while this. hateful ma.rk 
makes me tm, object of your horror and disgust, --life is a 
burden whicli I would fling down with joy. p. 181 
Next, the fourteen metaphors selected will be separated from the above 
sentence context and presented. 
Table l contains the samples in the form of their actual measure-
ment. Over each word appears the total phonemic striking power.lJ Below 
each word appears the time duration in decimal fractions of seconds. 
Table 2 indicates the average intensity for each of the metaphor 
measured. The average intensity is derived from add1~ the total striking 
lJRobson., op. cit., pp. 146-149, see Append.1.x ·A. 
. ' l4 
power of each word and from adding the t.otal time duration in decimal 
fractiona of each woz:d, The i-esultant obtained from divid.1.Jlg total 
strild.ng power by total t1Jne duration in seconds is the avenge intensity 
of the metaphor, li\lrther, the1'9 is a grand total of the striking 
. po119r for all sentences divided by the grand total for ti11111 durati()n in 
seconds~ giving a grand total. for st?k1Jlg power/intensity, The final 
division gives the. average intensity for the llliltaphor in this particular 
short StOJ:Y, 
!. 
.·. 
,· 
(l) 
(2) 
(3) 
(4) 
(5) 
(6) 
TABLE 1 
FOURTEEN EXAMPIES OF METAPHOR WITH THE 
STRIKI~ POWER ABOVE EACH WORD AND THE TI.ME 
DURATION :BELOW EACH WORD 
28.5 62 88 
hi.a splendid successes 
.Jl .59 .86 
64 
failures 
.74 
2a.5 6) 68 
(were) 
his brightest diamonds (were) 
.64 .69 .31 
18 
the 
.14 
18 
the 
.14 
36 
stain 
.4J 
18 
the 
.14 
28.5 
his 
.Jl 
60 
ai.ry 
.41 ' 
46 
merest 
.so 
42 
mark 
.JB 
(upon) 
60 
bloody 
.50 
60 
smoky 
.55 
59 
figures 
.69 
36 
pebbles 
.45 
15 .59 (was) a crimson 
.07 .59 
18 33 
the snow 
.14 .36 
34.5 
hand 
.J8 
63 
aspect 
.52 
l.5 
TABLE l (continued) 
80 75 
(7) 'bodileim ideas ' ) ' 
.79 .6S 
'. 
l8 63 6l (8) , the. liquid lllUSiC 
'.l4 .47 .55 
18 45 34 32.s (9) the f\.trnace, . tha.t bot (and) 
; .14 .55 .26 .26 
.. 
81 54 
feverish worker 
..• 77 .43 
(10) 27 34 (of). 36 . thou man cla7 
.29 .J6 .31 
(11). 27, 50.5 52 thC)14· human machine 
• 
.29 .. .. • so ,50 
.. 
,:, 
. 
18 1 46 SS (12) .the, ... 111arble paleness · (of) 
.• 14 .. .55 .57 
f'; 
il4 34. 
' Georgiana• s cheek 
;1.03 . .26 
(13) '37 (is) l5 32 67 life, a sad possession 
' ,4l. ,<fl .• 36 . •59 
(i4) 37 (is) l5 30 life- a burden 
,4l; .<l/ . ,4) ' r 
' . ' 
TABIE 2 
FOURTEEN EXAMPLES OF METAPHOR FOLLOWED 
BY THE AVERAGE INTENSITY. 
(1) his most splendid successes were failuzes 97 . 00 
(2) his brightest diamonds were the merest pebbles 95 . 05 
(J) the mark was a crimson stain upon the snow 104. 74 
(4) the bloody hand 110.29 
(5) his smoky aspect 109. 78 
(6) airy figuxes 108. 18 
(7) bodiless ideas 107.64 
(8) the liquid music 122.41 
(9) the furnace , that hot and feverish worker 109. 7.5 
(10) thou man of clay 101.04 
(11) thou human ma.chine 100.39 
(l2) the marble paleness of Georgiana's cheek 104. 70 
(13) life is a sad possession 105.59 
(14) life is a burden 90.ll 
17 . 
The total striking power for ''The Birthma.rk" is 2394 and the time 
duration in seconds is 22. 991 therefo:z:e, giving an intensity of 104.lJ. 
18 
SU?-'JliARY OF "THE BIRTIDlARK" 
Aylmer, a scientist, lived during the century when electricity 
was a relatively new discovery. He left his laboratory in the hands of 
his assistant when he married Georgiana. , a beautifUl lady. 
Shortly af'ter their marriage, Aylmer became concerned with a 
birthmark on Georgiana's left cheek. Now, this crimson stain, resembling 
a human hand, was her only defect . As time passed, his dislike of the 
stain increased, and he indicated a desire to apply his knowledge of 
science to remove this imperfection. Finally, each look into his wife's 
face became a stare at the crimson Jr.ark; therefore, Georgiana lea.med to 
shudder beneath his gaze . 
Aylmer, constantly tormented by this human imperfection, even 
dzeamt of removing this stain. However, in hi.s dreams, he discovered that 
this mark was deeper than 1 t appeared to be, for this mark was connected 
to Georgiana ' s heart. Yet, at this point nothing could stop hims s o, ~e 
still planned to cut out this birthmark. Thus, this dream was fore -
shadowing Georgiana's death, a result of the operation. 
In time Georgiana looked upon the stain with horror and disgust, 
for she had grown to hate this mark even more than Aylroor did. The young 
lady decided to risk her life in the hope of getting rid of the dreadful 
hand. 
While Georgiana. was waiting for her husband to make last minute 
preparations for the operation, she looked through some books in the 
laboratory. However, the most interesting one was the volume in which 
Aylmer had recorded all the experiments of his scientific cazeer. Now, 
Aylmer was a notable man in the field of science during his day. As 
Georgiana. read, she reverenced and loved her husba.nd more, but she had 
less faith in him cecause his successes were failures when compared to 
Aylmer's aim. 
19 
Now, Ay~r can record the removal of the stain from his wife •s 
face as another success, but it, too, was a failure because his patient 
died as a result of the operation. 
In the following Chapter, Chapter J, the second of Hawthorne's 
two short stories is ana.lyzed through methods and techniques paralleling 
those used for the first short story, "The Birthmark." Further, in 
Chapters 4 and 5, the treatioont of Hemingway ' s two short stories selected 
parallel the treatm3nt given to Hawthorne's "The Birthmark" and "Feathertopa 
A ~loralized Legend." 
Chapter 3 
DETAIIS OF THE PROCEDURE AND THE RESULTS IN 
ANALYZING THE BETAPHOR IN HAWTHORNE'S SHORT 
STORY, "FEATHERTOP 1 A NORALIZED LEGEND" 
The second short story for consideration is Hawthorne's 
"Feathertop: A Moralized Legend, 0 14 a summary of which appears at the 
end of the chapter, Chapter 3 follows the same procedural steps as 
Chapter 2; therefore, the fourteen metaphorical examples selected are 
as follows and appear in sentence context as before: 
lastly, she put her dead husband's wig on the bare scalp of 
the pumpkin, and surmounted the whole with a dusty three-
cornered hat, in which was stuck the longest tail feather of a 
rooster, p, 253 
"What if I should let him take his chance among the other 
men of straw and empty fellows who go bustling about the 
world?" p, 254 
She was a dams~l of a soft, round figure, with light hair 
and blue eyes, and a fair, rosy face, which seemed neither 
very, shrewd nor very simple, p, 264 
The stranger it is true was evidently a thorough and 
practised man of the world, systematic and self-possessed, 
and therefore the sort of a person to whom a rarent ought 
not to confide a simple, young girl without due watchfulness 
for the result, p, 266 
Looking more closely, be became convinced that these figures 
were a party of little demons, each duly provided with horns 
and a tail, and dancing hand in hand, with gestures of diabolical 
merriment, round the circumference of the pipe bowl, p, 266 
14Arvin, op, cit,, pp, 251-269, 
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He seems to have too much heart to wstle for his own 
advantage in such an empty and. heartless world. p. 269 
Now, with thy outside and thy inside, thou art the vezy man 
t o win a young girl's heart. p. 259 
"••• Art thou of the brotherhood of the empty skull, a.nd 
demand.est of me what thou shalt say? ••• " p. 258 
Then, as if desirous of judging what value her own simple 
comeliness might have side by side with so much brilliancy, she 
cast a glance towards the full-length looking-glass in front of 
which they happened to be standing. It was one of the truest 
plates in the world and incapable of flattezy. p. 268 
The scarecrow gasped, struggled, and at length emitted a 
murmur, which was so incorporated with its SJDoky breath that 
you could scarcely tell whether it were indeed a voice or only 
a whiff of tobacco, p. 2.57 
"Yellow or not," cried a lady, "he is a beautiful man:--so 
tall, so slender: such a fine, noble face, with so well-shaped 
21 
a nose, and all that delicacy of expression about the mouth: And, 
bless me, how bright his star is: •••" p. 26) 
Then the old dame stood the figure up in a corner of her 
cottage and chuckled to behold its yellow semblance of a visage, 
with its nobby little nose thrust into the air, p. 2.53 
While muttering these words, Mother Rigby took the pipe from 
her own mouth and thrust it into the crevice which represented 
the same feature 1n the pw11pkin visage of the scarecrow. p, 2.54 
"Puff away, my pet: puff away, my pretty one:" Mother Rigby 
keep repeating, with her pleasantest smile. "It is the breath of 
life to ye 1 and that you may take my word for." p. 2.5.5 
Thus, the above sentences contain the fourteen exalllples of JDBtaphor which 
are presented in the next table, 
Table J contains the samples 1n the fora of their actual measure-
ment. Over each word appears the total phonemic striking power.1.5 Below 
each word appears the time duration 1n decimal fractions of seconds. Table 
4 indicates the average intensity for each metaphor measured. The average 
intensity is derived i'rom add1.ng the total str1.k1ng power of each word 
l5Robaon, loc. cit., see as Appelldix A. 
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and from adding the total time duration in decimal fractions of each 
word, The resultant obtained from dividing total striking power by total 
time duration in seconds is the average intensity of the metaphor, 
Further, there is a grand total of the striking power for all sentences 
divided by the grand total for time duration in seconds, giving a grand 
total for striking power/intensity, The final division gives the average 
intensity for the metaphor in this particular short story, and this average 
intensity appears after.Table 4, 
·. 
(l) 
(2) 
(J) 
(4) 
(5) 
TABIE J 
FOURTEEN EXAMPIES OF METAPHOR WITH THE 
STRIKitc POWER ABOVE EACH WORD AND THE TIME 
DURATION BELOW EACH WORD 
18 JS 40 
the bare scalp (of) 
.14 .)6 
.40 
64 
pumpkin 
.59 
18 53 Jl 
the other men (of) 
.14 . )6 
.Jl 
55 62 
(and empty fellows 
.J8 . 60 
15 .38 6J . J2 
a fair rosy face 
.07 .;6 ,48 .46 
18 69 15 
the stxanger (was) a 
.14 .84 
.07 
64 34 (and). practised man (of) 
.51 .J6 
.35 
world 
.JS 
.32 59 15 
these figures (were) a 
.)6 .69 .07 
.3? 51 (of) little demons 
.28 . 62 
2J 
18 
the 
.14 
42 
stxav 
.JS 
52 
thorough 
.46 
18 
the 
.14 
65 
party 
.40 
24 
TABIE 3 (continued) 
31 55 62,5 35 (6) an empty (and) heartless world 
,24 .38 .59 .)8 
27 18 49 34 (?) thou (art) the very man 
.29 ,14 .)6 .)6 
27 18 8,5 • .5 
(8) thou (art) (of) the brotherhood 
.29 .14 .81 
18 55 J? 
(of) the empty skull 
.14 .38 ,33 
18 60 9) 
(9) the full-length looking-glass (was) 
.14 ,69 .95 
35 18 51 40 
one (of) the truest plates 
.26 ,14 .52 .;5 
18 35 
(in) the world 
,14 ,J8 
29 60 J6 (10) its smoky breath 
.26 .55 .4) 
27,5 15 8) 34 (ll) he (is) a. beautiful man 
,24 • Cl7 .74 .)6 
29 57 37 34 (12) its nob by little nose 
.26 ,48 ,28 .)6 
25 
TABIE J (continued) 
18 64 56 18 (l)) the pumpkin visage (of) the 
.14 .59 . 60 .14 
80 
scarecrow 
.64 
27 18 J6 (14) it (is) the breath (of) 
.14 .14 .4) 
J7 
life 
.41 
TABLE 4 
FOURTEEN EXAMPI.ES OF METAPHOR FOLLOWED 
BY THE AVERAGE INTENSITY 
(1) the bare scalp of the pumpkin 109,20 
(2) the other men of atra.w and. empty fellows 120,28 
(J) a fair rosy face 108,0J 
26 
(4) the stranger was a thorough and. practised ma.n of the world 105.17 
(5) these f~res were a party of little demons 107.0J 
(6) an empty and heartless world 115.40 
(7) thou art the very mn 111,JO 
(8) thou art of the brotherhood of the empty skull 115.07 
(9) the full-length looking-glass was one of the truest plates 
1n the woitl.d 97,61 
(10) its smoky breath 108,80 
(ll) he is a beautiful mn llJ,12 
(12) its nobby little nose llJ,77 
(13) the pumpkin visage of the scarecrow 111,85 
(14) it is the breath of life 105.35 
The tota:l striking power for "Feathertop a A Moralized Legend" 
is 2866.5 and the duration 1n seconds is 26,35. Therefore, giving an 
intensity of 108,8, 
27 
SUVii'!ARY OF "FEATHERTOP: A NORALIZED LJOC:END" 
J.!other Rigby, a very cunning New England witch, made a scarecrow, 
which she had orginally planned to use to frighten crows and blackbirds 
from her corn. For variety only, the witch produced a figure to represent 
a. fine gentleman of the period, :rather than her usual ugly scarecrow. 
Now, Hother Rigby was so proud of her work that she decided to 
give ·her scarecrow human qualities. Therefore, a. pipe became this figure's 
source of life. When the scarecrow puffed a. pipe, his·a.ppea.:rance, voice, 
movements, and garments took on human cha:racteristics. When the coals were 
low, or the pipe was ta.ken, his a.ppea.ra.nce g:radua.lly faded to that of a. 
scarecrow, 
Upon the completion of this project, Mother Rigby loved this 
scarecrow more than a.ny other puppet she had ever ma.de, Thus, she decided 
to call him "Feathertop" and to send him into the world to take his place 
among other empty-headed men. 
Now, Feathertop inherited.much wealth, among which were such things 
a.s a. gold mine in Eldo:rado, shares of stock in a. broken bubble, and a. 
castle in the air, but his ready ca.sh consisted of one copper farthing 
from Birmingham, 
It was Mother Rigby's desire that Feathertop would win Polly, Justice 
Gookin•s daughter. Thus, Feathertop, dressed in richly-embroidered plum-
colored coat, a costly velvet waistcoat, scarlet pants, and white stockings, 
was sent in the direction of Master Gooldn' s house, 
As Feathertop, earring a gold headed cane, passed through the streets 
only a. cur and a child recognized the scarecrow for what he truly was, while 
lea.ding citizens saw Feathertop as a. man of nobility, 
28 
Feathertop proceeded down the street and stopped at Judge 
Gookin' s home, Master Gookin thought Feathertop was a fine and noble 
mana ;yet, he was fearful and rather suspicious of this stranger. 
Feathertop, being left along w1 th Polly, had almost won her 
heart when, suddenly, she glanced into a mirror, Upon seeing the true 
image of Feathertop, ehe sank to the floor, Then, Feathertop looked 
into the mirror and saw the image of a scarecrow--not a man, Feathertop, 
the scarecrow, saw his true selfs yet, mortals seldom see theJllS8lves as 
they really are, 
Horrified at his own featUl."8s, Feathertop rushed from Judge 
Gookin's mansion to Mother Rigby, His report was that he had practically 
won Polly when be saw him.self in the mirror, and his own image was more 
than he could stand. 
As a X"esult of Feathertop•s unpleasant discovery c£ true self, 
Mother R18by decided that he was too sensitive to live in this cruel and 
heartless world1 therefore, he would become an innocent, but usef\ll ac&1'9-
crow, 
Consideration is given, in parallel ways, to Head.Jlgway•s two short 
stories, the first of which is "A Way You'll Never Be." 
Chapter 4 
DETAIIS OF THE PROCEDURE AND THE RESULTS IN 
ANALYZIN:; THE H~GERY IN HENINGWAY 1 S 
SHORT STORY, "A WAY YOU'LL NEVER BE" 
The third short story for consideration is Hemingway's "A Way 
You' 11 Never Be, nl6 a summary of which appears at the end of the chapter. 
The same procedural steps are taken for Hemingway's short stories a.s for 
Hawthorne's short stories. 
Below appear the examples of imagery selected, within the sentence 
context of the story, as well a.s the page number .where ea.ch can be found: 
The attack had gone a.cross the field, been held up by ma.chine-
gun fire from the sunken road and from the group of fa.rm houses, 
encountered no resistance in the town, and reached the bank of 
the river, p. 381 
They lay a.lone or in clumps in the high grass of the field a.nd 
a.long the road, their pockets out, and over them were flies and 
a.round each body or group of bodies were the scattered papers. p, 381 
There were -irany of these inciting cards which had evidently 
been issued just before the offensive. Now they were scattered 
with the smutty postcards, photographic; the small photographs of 
village girls by village photographers, the occasional pictures of 
children, and the letters, letters, letters. p. 381 
Leaving the town there was a. bare open space where the road 
slanted down and he could see the placid reach of the river and 
the low curve of the opposite bank and the whitened, sun-ba.ked 
mud where the Austrians had dug, p. 382 
He went on and as he came a.round a turn in the mud bank a 
young second lieutenant with a stubble of beard and red-rimmed, 
very blood-shot eyes pointed a. pistol at him. p, 382 
16Poore, op. cit., pp. 381-392. 
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As Nick had left the edge of the town three shrapnel had 
burst high and to the right aver one of the wrecked houses a.nd 
since then there ha:d. been no shelling. p. JSJ 
He removed his cloth-covered helmet, put it on again and, 
stooping, went out the low entrance of the dugout. p. 390 
Nick Adams had seen no one since he had left Fornaci, 
although, riding along the road through the over-foliaged 
country, he had seen guns hidden under screens of mulberry 
leaves to the left of the road, noticing them by the heat-waves 
in the air above the leaves where the sun hit the J118tal, p. J82 
"In principle," Para said am smiled, for the first time, 
showing yellowed teeth. p. 385 
In the grass and the grain, beside the road, and 1n some 
places scattered over the road, there was much materials a 
field kitchen, it must have come aver when things were going 
JO 
well1 many of the calf-skin-covered haversacks, stick bombs, 
helmets, rifles, soiootimes one butt-up, the bayonet stuck in the 
dirt, they had dug quite a little at the lasti stick bombs, helmets, 
rifles, int:renching tools, ammunition boxes, star-shell pistols, 
their shells scattered about, medical kits, gas JMsks, empty gas-
rnask cans, a squat, tripodded machine gun in a mst of empty shells, 
full belts protruding from the boxes, the water-cooling can empty 
and on its side , the breech block gone, the crew in odd positions, 
and around them, in the grass, more of the typical papers. p. 381 
He never dreamed about the front now aey more but what 
frightened him so that he could not get rid of it was that long . 
yellow house and the different width of the river. p. 387 
That was why he noticed everything in such detail to keep it 
all straight so he would lmow just where he was, but suddenly it 
confused without reason as now, he lying in a bunk at battalion 
headquarters, with Para commanding a tattalion and he in a bloody 
American uniform. p. 387 
There were maey pieces of shell am shrapnel lalls were 
scattered in the rubble. p. 382 
Thus, the above sentences contain the fourteen examples of imager.y which 
are presented in the next Table. 
Table .> contains the fourteen samples in the form of their 
actua~ iooasurement. Over each word appears the total phonemic striking 
. , 
. ' 
)l 
power.17 · Below each word appears the time duration in decµial .fractions 
. . . 
of seooDis. 
Table 6 now i?ldicates the average intensity for each Of the 
examples Of imager,y. meas~d. Th111 ave:rage litensit;y i11 derived from 
adding the total striking power or·eaoh word and from adding the total 
time duration in decimal fractions of each wo%d. The :ce11ultant obtained 
from dividing total striking power b;y total t1me duration 1n 11econds ls 
-the average inten11lt;y ·of the imager,y. · Fiirtlier; tha:ce is a grand total 
Of the striking power for all sentences divided b;y the grand total for 
t1me duration 1n seconds, giving a total for striking power/intensity. 
The final division gives· the ave:rage intensity for the imager,y 1n this 
particul&r Short stor,y, and this total immediatei, follows Table 6 • 
The reader is now refer:ced to the EIUllll!lar.Y which follows 
Table 6. Next follows, in.Chapter Five, Hemingway's "A Short Happy 
· Life Of Francis Ma.~omber," a short stor,y ti:eated 1n the same fashion as 
. . ' ' 
:! 
· that Of HawthorJ!8 'a "The Birthmark" and "Feathertop1 A Moralized I.egelld," 
... 
1n Chapters Two alld ~~; and He~;y•s "A Way You•11 Never lle" in 
c:tiaptEir Faur. 
. ; 
. 
. ' 
. . 
~7Robson·, loo. cit., see as Appendix A, · 
" .. : ·, 
" 
... 
' . 
I j 
(.__, 
(1) 
(2) 
(J) 
(4) 
(.5) 
{6) 
(7) 
(8) 
(9) 
TABLE .5 
FOURTEEN EXAMPLES OF IMAGERY WITH THE 
STRIKI~ PO~R ABOVE EACH WORD AND THE T~ 
DURATION BELOW EACH WORD 
18 .50 JS 
the sunken road 
.14 .40 .Jl 
18 61 .58 
the acattered papers 
. 14 .57 .60 
18 .59 78 
the smutty postcards 
.14 • .so .78 
18 44 • .5 72 )2 
the whitened sun-baked JllUd 
.14 .52 .74 .Jl 
72 71 JJ 
red-rimmed, blood-shot eyes 
.64 .69 .)4 
3.5 18 39 
one (of) the wrecked 
.26 .14 .23 
28 • .5 94 61 • .5 
his cloth-covered helmet 
.31 .BJ .47 
18 117 68 
the over-foliaged countcy 
.14 1.18 .42 
64 JO 
yellowed teeth 
.so .Jl 
J2 
5.5 • .5 
houses 
.67 
JJ 
TABLE 5 (continued) 
45 18 122 (10) many (of) the calf-skin-covered 
.JS .14 l.09 
89.5 
haver-sacks 
.96 
55 69 J6 
(ll) empty gas-mask cans 
.JS .84 .JS 
J4 37 62 21.s (12) that long yellow house 
.26 .JS .43 .41 
15 60 77 87 
(lJ) a bloody American uniform 
.07 .so .59 .79 
45 57 J4 (14) many pieces (of) shell 
.;a .55 .Jl 
TABLE 6 
FOURTEEN EXAMPLES OF IMAGERY FOLLOWED 
BY THE AVERAGE INrENSITY 
(1) the sunken road 124.70 
(2) the scattered papers 104 • .58 
(3) the smutty postcards 109.l.5 
(4) the whitened sun-'te.ked mud 97.37 
(.5) red-rimmed, blood-shot eyes 10.5.39 
(6) one (of) the wrecked houses llJ.46 
(7) his cloth-covered helmet 114.28 
(8) the over-foliaged country 116.66 
( 9) yellowed tee th 116. 0.5 
(10) many (of) the calf-skin-covered haver-sacks 106.81 
(11) empty gas-mask cans 100.00 
(12) that long yellow house 108.44 
(lJ) a bloody American uniform 122 • .56 
(14) many pieces (of) shell 109.68 
The total striking power for "A Way You'll Never Be" is 2339 and 
the time duration 1n seconds is 21.26. Therefore, g1V1ng an intensity of 
110.02. 
" 
SUMMARY OF HEMI:OOWAY'S 
"A WAY YOU'LL NEVER BE" 
JS 
Nichc;il.as Adams, an American with no :rank, returned by b;lcycla 
from .Fornaci to his former Italian battalion. As he entered the town, 
he saw dead bodies, covered with flies, :cying among other scattexed debris. 
The position of the dead xevealed the manner of the attack and the few· 
dead Austrians, as compa:ced to many dead ene~ soldiers, indicated.' that 
the town bad been defended. 
The destruction of war was revealed by the delllOlished town, 
scattered rubbish, and the de:ra11ged soldier xeturning to the scene, 
Furthermore, the_ dead Austrians and ene~ bodies, which were swollen alike, 
prot:rayed war as cruel, futile. and senseless. 
· Nichol.as was unable to sleep without a 118ht1 he was haunted by 
dreams of the f~nt and dreams of a long yellow house and a river which 
had changed 1n width. Sometimes, he would awaken to :f'.ind himself more 
frightened about, the yellow house than hs had ever be~n during an attack. 
Futhermore, his memories were usually vague, aJlQ. hill qon'fl!rsatic;>n :was some• 
times st:range. His cloth-covered helmet was not as comfortable as it once 
had been because in the past, he had seen too many cloth-covered helmets 
filled with 'bx'ains. , '-· .:. 
Thus, a !iiso:z:dered soldier xeturned to find a friend, Captain 
Paravicini, a sunken road, deserted town, scattered with broken houses, 
damaged streets 9.nd scattered wreckage, However; he failed to find the 
long yellow house so vivid in his dreams,. and the river no longer 
remained the same, · 
Chapter .5 
DETAILS OF THE PROOEDURE AND THE RESULTS IN 
ANALYZING THE IMAGERY IN HEMIJGWAY 'S SHORT STORY, 
"THE SHORT HAPPY LIFE OF FRANCIS MACOMBER" 
The fourth short story for consideration ie Heaingwa.y's "The 
Short Happy I.1.:f'e of Fra.nc1s 1".a.comber. ,.18 
Below appear the examples of imagery selected, from within the 
sentence context of the story, "The Short Happy Life of Francis Yacoaber," 
and the page number where each can be found follows each selectiona 
She did not speak to him when she came 1n and he left the tent 
at once to wash his face and hands in the portable wash ta.sin 
outside and go over to the dining tent to sit in a comfortable 
canvas chair in the breeze and the shade. p. 541 
He was about middle height with sandy hair, a stubby mustache, 
a very red face and extremely cold blue eyes with faint white 
wrinkles at .. the corners that grooved merrily when ~he smiled, p, 542 
She was an extremely handsome and well-kept woman of the beauty 
and social position which had, five years before, commanded five 
thousand dollars as the price of endorsing, with photographs, a 
beauty product which she had never used. p, 541 
So they sat there in the shade where the camp was pitched 
under some wide-topped acacia trees with a boulder-strewn cliff 
behind them, a stretch of grass that ran to the bank of a 
boulder-filled stream in front with forest beyond it, and clxank 
their just-cool lime drinks and avoided one another's eyes while 
the boys set the table for lunch. p. 54J 
The blood sank into the dry, loose earth. p. 572 
Wilson stood up and saw the buffalo on bis aide, bis legs out, 
his thinly-haired belly crowllng with ticks. p • .572 
18Poore, op. cit. , pp. 541-.572. 
I 
)6 
They were driving slowly along the high lank of the stream 
which here cut deeply to its boulder-filled bed, and they 
wound in and out through big trees as they drove, p, .5.51 
37 
She had a very perfect oval face, so perfect that you expected 
her to be stupid, p, .54.5 
It had started tha night before when he had wakened and heard 
the lion roaring somewhere up along the river, It was a deep 
sound and at the end there were sort of coughing grunts that 
made him seem just outside the tent, and when Francis Hacomber 
woke in the night to hear it he was afraid, pp, .548-.549. 
There was his dark blood on the short grass that the gun-
bearers pointed out with grass stems, and that ran away behind 
the river bank trees, pp, .5.53-.5.54, 
"Good," said l·acomber, He sat there, sweating under his arms, 
his mouth dry, his stomach hollow feeling, wanting to find courage 
to tell Hilson to go on and finish off the lion without him, p, .5.5.5 
From the sentence context now appear the samples in the form of 
their actual measurement in Table 7, Over each word appears the total 
phonemic striking power,19 Below each word appears the time duration in 
decimal fractions of seconds, 
Table 8 indicates the average intensity for each of the examples 
of imagery measured, This average intensity is derived from adding the 
total striking power of each word, The resultant obtained from dividing 
total striking power by total time duration in seconds is the average 
intensity of the imagery, Further, there is a grand total of the striking 
power for all sentences divided by the grand total for time duration in 
seconds, giving a total for striking power/intensity, The final division 
gives the average intensity for the imagery in this particular short story, 
This average intensity is entered below Table 8, 
19Robson, loo, cit,, see Appendix A, 
{l) 
(2) 
{3) 
(4) 
(.5) 
(6) 
(?) 
(8) 
TABIE 7 
FOURTEEN EXAMPLES OF IMAGERY WITH THE 
STRIKI?C POWER ABOVE EACH WORD AND THE TIME 
DURATION BELOW EACH WORD 
1.5 85 .53 41 
a comfortable canvas chair 
. 07 .8.5 .52 . 31 
18 62 37 50 
the portable wash l:asin 
.14 • .59 . )6 .60 
38 27 33 
cold blue eyes 
.3J . 36 . 34 
36 39 • .5 45 
faint white wrinkles 
.43 . J8 .47 
Jl 52.5 
an (extremely) handsome (and) 
,24 .62 
68 .53 
well-kept woman 
.44 .4.5 
32 72 6.5 39 
some wide-topped acacia trees 
. 36 .64 .so .JS 
26 6J JS 42 
their just-cool lime drinks 
.24 .74 .41 .47 
18 40 27 24 
the dry, loose earth 
,14 ' .;6 .36 .29 
38 
39 
I 
TABLE ? (continued) 
_28,5 111,5 .56 
(9) his thinly-ha.ired belly 
.31 .95 .43 
. ' 
29. 93 29 (10) its bolder-filled bad 
~26 .9s ,Jl 
1.5. 54. 50 32 (11) a (very) perfect oval face 
.O? ,45 ,JS .46 
41 62 46 
(12) sort (of) coughing grunts 
,3s .51 .s2 
28,5 41 J6 
(lJ) his dark blood 
• Jl .• JJ . ,JS 
2a.5 40 28 
(14) his dry mouth 
.Jl .J6 ;36 
TABLE 8 
FOURTEEN EXAMPLES OF IMAGERY FOLLOWED 
BY THE AVERAGE INTENSITY 
(1) . a. comfortable canvas cha.ir 110.86 
(2) the portable ua.sh basin 98.82 
(3). cold blue eyes 95,14 
(4) · fa.int white wrinkles 94.14 
(5) an (extremely) handsome (and) well-kept woman 116.86 
(6) so~~ wide-topped acacia trees ll0.64 
(7) their just-cool lime drinr..s 90.86 
(8) the dry, loose earth 94.78 
(9) his thinly-ha.ired belly 115.99 
(10) its bolder-filled bed 97.42 
(ll) a. (very) perfect oval face lll.03 
(12) sort (of) coughing grunts 101.36 
(13) his dark blood 103,43 
(14) his dry mouth 93,68 
40 
The total striking power for "The Short Happy Life of Francis 
·Ma.comber" is 2119 a.nd the time duration in seconds is 20,50. Therefo:re, 
giving an intensity of 103,37, 
SUMr-iARY OF "THE SHORT HAPPX' 
LIFE OF FRANCIS MACONBER" 
Francis Macomber, a handsome, wealthy, thirty-five year old 
American, and his beautiful wife were in Africa for a great adventure 
on the safari. 
There they met Robert Wilson, a professional hunter, who was 
to accompany them on their hunting trips. 
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One night, Francis, his wife, Jlir . Wilson, some gun- bearers, and 
several native boys went to search for the lion. When the lion was 
spotted , .Mr. Macomber fired a shot, which wounded the lion, Then, the 
wounded lion limped into the high grass . Thus , the hunters had to 
follow the animal into the tall grass because they could not leave a 
wounded lion to suffer. Also, the lion could attack someone else, Nr . 
JI.a.comber was afraid to go search for t he lion, but he finally decided 
to go with Robert Wilson. However, when the hunters found the lion, 
Mr . lVia.co1,loer ran for safety , leaving Robert and the gun-bearers alone, 
to face the d.read.f\ll lion, Watching from the car, Na.rgaret was 
extremely disappointed to see that her husband was a coto.'a:rd. 
Francis ~'lacomber, frightened by a dream of a bloody lion, 
awoke to find that his wife was not in bed with him. When she returned, 
he discovt':i;"ed that Nargarat had been sharing a bed with Robert Wilson, 
I<'rancis and r•argaret had been ma.rried for eleven years, She 
was sure he would never leave her because she was s o beautiful, and he 
was sure she would never leave him because he was oxtrerr£ly wealthy. 
Because of his wife 's unfaithfulness, Francis was not ver:y 
friendly with Robert the following day, However, the two men and their 
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helpers did go buffalo hunting. Although 1".argaret was asked to stay in 
the tent, she would not :remain behind because she wanted to go hunting 
with them. That day, they killed three or four buffaloes, but one 
wounded buffalo wandered into the brush. Thus, it was necessary for 
the men to go into the brush looking for the buffalo. However, this 
time Francis was not afraid to go after the bUffalo as he had been 
afraid of the lion. In fact, Francis was excited about this chase. 
Suddenly, the buffalo, with its bloody mouth and blood-shot 
eyes, came charging at the hunters. Wilson and Na.comber fired, but the 
bull kept coming toward them. Wilson fired again a.nd the buffalo and 
~:acomber fell simultaneously, However, Na.com"ber, who died instantly, 
was shot by his wife, who broke the law of the land by firing a gun 
from the car. 
Chapter 6 indicates what differences exist between the intensities 
1n the metaphor of Hawthorne ' s two short stories and the imagery noted 
in selected passages from Hemirigway•s two short stories. 
Chapter 6 
DL'i'FERENCES IN STRI!aNG POWER, INTENSITY, 
AND THE DURA'l'ION Ill HAWTHORNE'S SHORT 
STORIES AND HEJ.JINGWAY'S SHORT STORIES 
The total average intensity for Hawthorne's selected short 
stories was 106.5 while the total a.verago intensity for Hemingway's 
selected short stories was 106.7, and the difference is not significant 
as it is only .2%. 
'l'a.ble 9 sets out the total striking power, time duration, and 
intensity in Hawthorne •s short stories, "The Birthmark" and "Feathertop1 
A i:.oralized legend." 
Table 10 sets out the total striking power, time duration, and 
intensity in Hemingway's selected shoi-t stories, "A Way You' 11 Never Be" 
and "The Short Happy Life of FJ.-ancis l·i:l.comber," 
Since there were no significant differences in intensity, Tables 
9 and 10 indicate if, in fact, there a.re any significance differences in 
striking power and time duration in the selected short stories of Hemingway 
and Hawthorno, 
' Next, in Chapter 7, there is a discussion on the• significance(s) 
of the findings in Chapter 6, and a summary of the monograph, 
TABLE 9 
COYJ>OSITE TABLE FOR STRIKI~ POWER, DURATION, 
AND INTENSITY IN HAWTHORNE•S SELECTED SHORT STORIES 
Item. S. P. 
l 242.5 
2 259.5 
J 221 
4 112.5 
5 1.51 • .5 
6 119 
7 1.5.5 
8 142 
9 2.54 • .5 
10 97 
11 129 • .5 
12 267 
13 151 
14 82 
15 178 
16 261 
17 148 
18 305 
19 259 
20 183 • .5 
21 128 
Duration 
in Seconds 
2.50 
2.73 
2.11 
l.02 
1.38 
1.10 
l.44 
l.16 
2.41 
.96 
1.29 
2 • .5.5 
1.43 
.91 
1.63 
2.17 
l.37 
2.90 
2 ,42 
1 • .59 
1.1.5 
Intensity 
97.00 
95.05 
104.74 
110.29 
109.78 
108.18 
107.64 
122.41 
109.7.5 
101.04 
160.39 
104. 70 
105 • .59 
90.11 
109.20 
120.28 
108.03 
105,17 
10'/ .03 
11.5.40 
111.30 
\ 
44 
Item. 
22 
2.3 
24 
2.5 
26 
27 
28 
TABLE 9 (continued) 
S. P. 
240.5 
J68 
12.5 
l.59 • .5 
l.57 
2.36 
118 
.52.50 • .5 
Duration 
in Seconds 
2. 09 
J . 77 
l .24 
1.41 
1. )8 
2.11 
1.12 
49 . )4 
Intensity 
ll.5. 07 
97. 61 
108. 80 
llJ.71 
llJ. 77 
lll. 8.5 
105 • .35 
)009.24 
TABLE 10 
CONPOSITE TABLE FOR STRIKifiG POWER, DURATION 
AND INTENSITY IN HEMI~WAY •S SELECTED SHORT STORIES 
Item. s. P. 
l 106 
2 137 
3 1.5.5 
4 166 • .5 
.5 176 
6 147 • .5 
7 184 
8 203 
9 94 
10 274 • .5 
ll 160 
12 160 • .5 
13 239 
14 136 
1.5 194 
16 167 
17 98 
18 120 • .5 
19 204.5 
20 208 
21 169 
Duration 
in Seconds 
• 8.5 
1.31 
1.42 
1.71 
1.67 
1. 30 
1.61 
1.74 
.81 
2 • .57 
1.60 
1.48 
1.95 
1.24 
1,7.5 
1.69 
1.03 
1.28 
1.7.5 
1. 88 
1.86 
Intensity 
124.70 
104 • .58 
109. l.5 
97.37 
105.39 
113.46 
114.28 
116.66 
116.0.5 
106. 81 
100.00 
108.44 
122 • .56 
109.68 
110.86 
98.82 
9.5.14 
94.14 
116.86 
110.64 
90.86 
46 
Item. 
22 
23 
24 
2.5 
26 
27 
28 
TABLE 10 (continued) 
s. P. 
109 
196 
151 
1.51 
149 
10.5 • .5 
96,5 
4458. 0 
Duration 
in Seconds 
1. 1.5 
l .69 
1.55 
1. )6 
1,47 
1. 02 
l,03 
41.77 
47 
Intensity 
94.78 
l l.5. 99 
97.42 
111,0J 
101. 36 
103.43 
93.68 
2986,14 
Chapter 7 
SIGNIFICANT FINDINGS 
AND THE SUMJIJARY 
Tables 9 and 10, the first for Hawthorne, and the second for 
Hemingway, indicate specifically for each item the striking power, 
duration in seconds, and intensity. Of course, the duration 1s in 
decimal fractions of seconds. 
It can be seen that the total striking power for Hawthorne 's 
metaphor is 5251, that the time duration is 49, and that the intensity 
is 3009. 
The total striking power for Hemingway's imagery is 4458; the 
duration in decimal fractions of seconds is 42; and , finally, the 
intensity is 2986, 
It is quite clear that the difference is not to be found in the 
intensity, It is true that the average intensity will not reveal the 
whole picture . For there can be substantial differences among the 
different items, However, looking a.t the fi.guxes for each item, one must 
see that the variation among the items--twenty-eight for each--is quite 
constant , The most apparent quantitative factor ma.de obvious is that the 
total striking power for Hawthorne is 17.7% greater than that for Hemingway , 
However, the duration for Hawthorne is 18.2% greater than for Hemingway, 
It is the compensating difference--to .5%--that makes the intensity nearly 
the same. Further, taking the items separately , it can be seen that the 
48 
49 
compensating differences run for each item as well as f or the total number 
of items. 
The "highs" of the high- toned vowels and the "lows" of the low-
toned vowels each have high striking power. However, the low-toned vowel 
.requires a greater time factor for articulation, a factor made statisti-
cally evident through consideration of the data in the tables. Thus, it 
would appear that for the stories considered in the monograph, the temporal 
duration of the vowels is a factor. 
It is also clear that there are more words and phrases within the 
metaphor of Hawthorne than in the imagery of Hemingway, and Hawthorne's 
metaphor contains greater incidences of consonants, taking more time for 
articulation. There are more evidences of the /p/, /t/, and other 
consonants of high striking power but low temporal duration in the stories 
of Hemingway than is true for the stories of Hawthorne , where the i magery 
of the former is concerned and the metaphor of the latter is concerned. 
However, some caution is e&sentia.l . 
It must be stressed that only the imagery of Hemingway was 
considered, not his metaphor. It is also essential to press the point 
that the imagery in Hawthorne was not considered, only the metaphor. 
Nevertheless, there is little or no evidence to indicate that Hawthorne 
anticipated the era of imagery realized in the art of Hemingway--and 
Steinbeck and others. There is little evidence to show that liemingway 's 
reliance on metaphor is anywhere as significant as his reliance on i magery . 
It was realized at this point that one more check should be ma.de . It has 
been assumed that there is more striking power in imagery and metaphor than 
in the total verbal flow of either writer for all of the stories chosen. 
50 
Two checks were made . The first check ma.de was that of looking 
to the random sampling of all four stories as such. 
15% was ma.de of all the wo:rds in the four stories. 
A random sample of 
The check of the 
three thousand and sixty-one words indicated a total average intensity of 
84.5%. The total average intensity for all four stories is set %"'a.inst 
the total average intensity for Hawthorne's metaphor and Hemingway's 
iiragery of lo6.6%. The ratio is 84,5J 106,6% indicates a difference of 
26. 1% greater intensity for metaphor and for imagery than for a random 
sampling of the total verbal output for both. 
Thus, it is at least clear that there is more intensity for 
f1gu.res of speech and ornaments of literature than for their absence . 
Further, the average time duration for each differs by only J.2% in 
favor of more length for Hawthorne . 
Therefore , it is strongly suggested, as coming from the data 
examined, that the duration factor is the important factor, not the 
intensity. When the J% factor in favor of duration f or Hawthorne over 
Hemingway is taken away from t he metaphor time-duration showing 18% more 
in favor of Hawthorne than Hemingway, the differential for greater time 
duration in Hawthorne is still 15%, a significant difference . Yet, at 
least one more factor must be considered, 
Perhaps the kind of metaphor in Hawthorne might be different from 
that in some other writer. That is, consider that Hawthorne ' s metaphor--
as a reflection of his thought--does handle matters of eschatology. Much 
of Hawthorne ' s writing docs include consideration of sin, evil, reward, 
punishment, death , and matters religious . Nevertheless , with respect to 
the metaphor as fact in Hawthorne and the imagery as fact in Hemingway, the 
determining fac t or is that of tillle duration in seconds. This time 
.51 
duration--with the intensity of each being virtually equal--is greater 
for the metaphor by a wide margin of 1.5%. 
It may be useful to extend the survey or analysis to the works 
of each more completely, or to have one set of authors in what could be 
called a "metaphor tradition" compared and contrasted to a set of modern 
writers in our "imagery tradition," That is not to suggest that modern 
writers do not have substantial recourse to metaphor. 
Bll3LICG RAPHY 
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Appendix A 
THE ORCll ESTRA O F THE LANCUACE 
TAilLE l • 
SUMMARY OF P110N1::nc VALur:s wrru D 1AcnmcAL MAnK1Ncs 
H.cl:-1Livc Subscript i 
Striking Rclati,·c Ivk:rn is prcvowcl, 
Phonetic Element Power Time in Seconds subscript 2 
Value postvowel 
ill pine, sigh, my 30 0 .22 Sec. 
oi in oil, toy 30 .22 
aw iu all, saw, pause 29 .17 
ah in father, emb:ilm . 28 .1 7 
a in cat 28 .17 
oh in olJ, moan, sew 28 .17 
a ju fame, rain, pay 28 .22 
cw in few, yon, muse 28 .17 
ii w snn, won 27 .12 
cc in sec, tc.1, field 26 .17 
c i11 ebb 25 .12 
ow in howl, bough 21 .22 
i iu is 24 .12 
er iii hc:r, fur, world 23 .17 
0 0 in ooze, tune, blue 20 .17 
00 in book, coulcl, put 19 .12 
;) in the 15 .07 
I 8 .07 
1 5 .07 
w 5 .07 
ch in church, witch 5 ch1 .07 ch2 0.17 
ng i11 sing 4 .14 
sh in show 1 .12 
y in you 4 .07 
n 3 n1 .07 n2 .12 
• 111is !:able sums up numcric:tl ly :ill tlic phonetic \'alucs in lhis book. Dcc:111sc 
of its economy and comprcl1l'll\ivc:11c-.s it will be the t:iblc most Crcq11c11 tly usc<l. 
P:ut I of this book cm be consiclcrcd lite theory, the explanation, :mtl the prcp:ir:i· 
tion lo use the data of this tahlc. 
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TAJJL'ES 
Phonetic Element 
m 
j in judge, George 
zh ·in pleasure, azure 
dh in tben 
z 
g 
k 
t 
f 
v 
d 
b 
p 
B 
.· b 
. tb i1,1 thin 
· Relali\'c Tone 
. Level of Vowels· 
oo, oh 2· 
Oo, er 4 
aw, ow, a, ii 6 
ab 8 
cw, oi 10 
i 12 
a: 19 
c 21 
·.a 22 
·i 24 
cc .26' 
·,.. 
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TAilLE i-Continucd 
Relative Subscript l 
Striking Relative Mean is prcvowcl, 
Power Time in Seconds subscript 2 
Value· postvowcl 
3 m, .12 m2 ,14 
3 .17 
3 zh1 .07 zb, .12 
3 dh, .07 dh2 .12 
3 Z1 .12 · .. Za .14 
3 ,12 
3 k, .02 ka .07 
3 t1 .oi · ta ·07 
2 .12 
2 Vi .07 Va ,12 
2 I .o7 
2 .12 
2 p1 ,02 Pa :07 
2 .12 
i.s . .07 
1 .12 
Effects of Neighboring No Effect: 
Consonants on Vowels .h, k, g, ng · 
Low: f, v, p, b, m, 1 
. . 
Middle Low: r; w, th, clh 
Micldlc High: b, cl, n, z, t ·. 
· High: s, ch; sh, :i;h, y.,j 
. " 
·," 
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TllF. ORCllCS'CRA OF TUC LANCUAG& 
.. TABLE 2"' 
SuMM,mY OF P110Nimc VALUES Fon INTERNATIONAL 
PHONEl'IC Al.PIIADET 
Relative Subscript l 
Striking Relative Mean is prcvowd 
Pbonctie Element Power Time in Seconds Subscript2 
Value postVO\VCI 
., aI in pine 30 0.22 
Ol in oil 30 .22 
0 in all 29 .17 
a in father 28 .• 17 
re in cat 28 .17 
0· in old 28 .17 
ex in fame 28 .22 
·lU in you 28 .17 
A.· in sun 27 .12 
i in sec 26 .17 
c in ebb 25 .12 
av in howl 24 .22 
1 in is 24 .12 1,-, 
0 in her 23. .17 ..· 
u in ooze 2q. .17 
v in book 19 .12 
a in tl1e 15 .07 
·r 8 .07 
l ·5 .07 
w 5 .07 ... 
tI in church s tJ1 .07 tJ. 0.17 
IJ in ~ing 4 .14 
I in' show 4 .12 j in you 4 .07 
' ' n 3 n1 .07· n:i .12 
•This l:lblc exprc::scs the some data as T•hle i, will1 the lnlcrn•l!on•I i'honetic 
Alphapct: . ·· . . . . . · .. . · · , 
' ·I •· 
': ., 
., .•. 
TAD LES 
Phonetic Element 
m 
cl;; in juclgc 
3 in pleasure 
1l in then 
z 
g 
k 
t 
f 
v 
d 
b 
p 
s 
h 
0 in thin 
Relative Tone 
Level of Vowels 
v, :> 2 
u, 0 4 
:·. :>,av, ;>, A 6 
0 8 
Ill, :>I 10 
aI 12 
re 19 
e 21 
CI 22 
I 24 
i "26 
TABLE 2-Continuccl 
Relative 
Striking 
Power 
Value 
Subscript 1 
Relative J:..Ican is prcvowel, 
Time in Seconds subscript 2 · 
postvowcl 
3 m1 .12 n2 .14 
3 .17 
3 d31 .07 d52 .12 
3 ~1 .07 ~. .12 
3 Z1 .12 Z2 .14 
3 .12 
3 ki .02 k2 .07 
3 ti .02 t. .07 
2 .12 
2 V1 .07 V2 .12 
2 
.07 
2 .12 
2 P1 .02 P• ·07 
2 .l~ 
i.5 .07 
l .12 
Effects of Neighboring No effect: 
Consonants on Vowels h, k, g, ng 
Low, f, v, p, b, m, I 
Middle Low, r, w, 0, 1). 
Iviiclcl/c Higl1, d, n, z, t 
I-Iigll, s, tf, I.i j, .<l:;, ;; 
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t. ·, Append~ B 
Theories of Mctaplwr •" 
What is a metaphor?° The theory I shall propose, tentath"ely and for 
the sake of discussion, because I am aware of its incompleteness, though 
I believe it gets somewhere near the main truth, will appear in ils clearest 
light if we first contrast it with allcrnatiw th,cories of metaphor, of which 
I clistingui~h three. It is hard to find clear-cut examples of writers who 
defend one or the other of these \'iews,' and perhaps that does not matter. 
They arc, at least, possihlc and defensible \'iews, and, more or less ex-
. plicitly, they have all been held at one time or another. 
The first theory of metaphor I shall call the Emoliee Theory. It is a 
. commonplace that metaphorical comhinations of words in some way vio-
late our nor;nal expectations of the way words arc put tof~ethcr in Eng-
lish. A metaphor is perceived as a dislocation, or misuse, of langirnge, 
t11ough it differs from other \vars of misusing language in having a pe-
culiarly valuable and interesting character, so that this sort of misuse is 
often called a supreme use of language. It is this character that the Emo-
tive Theory aims to explain. 
· To make this theory most plausiJ,Je, we must conceive the meaning 
of a word more narrowly than we did in the preceding section; accord-
ing to the Emotive Theor)', a word has mca11ing only if there is some 
way of confirming' its :ipplicability to a given situation-roughly, only if it 
'The chic( writers arc sorted out son1cwhat in Nole 16·C. 
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has a clear designation. For example, the sharpness of n knife c::m be 
tested by vario11s tnt'ans, so that the phra~e "sharp knife" is mcaningf ul. 
\Ve may also suppose tha t '\harp" has sorm: negative emotive import, 
deriving from our experi ence with sharp things. i':ow, "'hen \\'e speak of 
a "sharp razor" or a "shnrp drill," the emotive import is not active, because 
these phrases ;lre meaningful. l3ut when \\'e speak of a "sharp wind," a 
"sharp dealer," or a "sharp tongue," the tests for sharpness cannot be ap-
plied, and therefore, though the individual words arc meaningful, the 
combinntions of them arc not. In this "'ay the emotive import of the 
adjecth·c is released ancl intensified. 
A metnphor, then, according to the Emotive Theory. is an example 
of what we looked for earlier hut cou ld not find: an expression that has 
emotive import but no meaning. But elearlr it is not an example of such 
nn expression, nnd therefore the Emoti\·e Theory is wrong. There nrc, in 
fact. at least two things wrong \\'ith it. First, it res ts upon too narrow a 
concept of meaning, and also of tes tability. Th<.: connotatio ns of "sharp" 
can still, some of them, apply to tongues, even if its clC'signation does 
not. And therefore it is not correct lo say th ::l t there is no tes t for sharp 
tongu es. Anyone who often scolds and ftntls fault sarc:asticall)' can be 
said to ha\'e a sharp tongue; these arc the tests. Of course the tests fo r 
sharp tong11es are not the s;\mc as the tests.for sharp razors, hut the tests 
for sharp razors are not the same as the tests for sharp urills, either. 
Second, it will not do to explain metaphor in such a \\'ay as to entail tha t 
all meta phors are emoti\·e. Ti re)' C<lll be en1otin>, and many of them arc; 
they don't have to be. Perhaps a sharp wind is a wind ,,.e don't particu-
larly care for, but "sharp \\'ind" is not high ly emoti\·e, like "birdbrain" or 
"stinker." ~Ioreo,·er, if in "sharp wits," "sharp" is not pejorative, but 
honorific, this must be because its meaning is being changed in the new 
context, so that it cannot be meaningless. Finally, phrases like "sharp im-
mortality" am\ "sharp indolence" arc meaningless, but in them "sharp" hns 
no emoti\'c i111port at ni l. 
The Emoti,·c Theory cli!Ters from the other three theories in deny-
ing meaning to metaphors; th e others arc a ll c:ogniti,·c theories. 
The sccoml theory of metaphor I shall call lite S1111crce11 ie11ce Theory. 
The defense of this theory begi ns with the obsl'rvation that poetic lan-
guage, am\ nwtnphor in partic11lnr, is capable of conveying meanings thnt 
literal language cannot con\'l'y. \\'hy dsc, indeed, would we lt ;~\ 'C need 
of metaphor, unless it supplied a mode of spc•ech for \': hid1 there is no 
substitute? Proponents of till· Supcrveni cnce Theory would gcnern\ly, l 
think, brush nside examples like "sh;np wincl" as not "tn1<.:" metaphors, or 
not the important sort: but in Plato's metaphor of the Cn,·e or Dosloyev-
sky's metaphor of the Underground, thcr wo11lcl Sa:-', the natmal becomes 
capable of bl'nring n supernatural mean ing. 011ly through mc:taphor-and 
its extensions in myth and ritu ;\]-is language freed from thl! restri<:tions of 
literal speech nn<l permitted to range 'abroad nt will. 
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According to this theory, the meaning of a metaphor cloes not grow 
out of the literal m~;rning~ of its parts, but nppC':irs ns something extrane-
ous to, and independent of, them. The litt:ral meanings nrc overridden 
and lost; th e mctnphorica l meaning is incxplicahlc in terms of the m. 
There is n familiar nnalo:.!y. A phrase in n lnnguage thnt hns n special 
meaning nil it s own, not cl epcncl in~ upon the meaninp:s of its words. is an 
idiom; a foreigner cannot figure ou t the menning of " cl1c::. l11 i" or "by the 
way," just w orking from a grammar anti clictionnry. The Super \'t·nicnce 
Theory rcgnnls a metaphor ns a species of idiom. Like the Emotive 
TheMy, hut for a cli£ferent reason, it denies that metaphors can be expli-
cated. In this respect these t\\'O theories d iffer from the two ye t to b e con-
sidered. 
Just bccnuse nn idiom is nn idiom, its ml·nning has to he lcnrnccl nll 
nt once; it is, in effect, n new word, nnd is listed ns such in the foreign-
language dictionary. n ut when we rend n meta phor, we can figure out at 
least p :ut of its meanin~ without h :wing such n dictionary. How is this 
possible? Herc the Supern•nic11cc Thcor)' has to make a fundamental dis-
tinction : there is a method b\· wliich we come to unders t::mcl "The cat is 
on the mat"; hut this has 'noti1i11g to <lo with lhc way we come to under-
stand William Blake's 
Tyger! Tyger! burning bright 
In the forests of the nigbt, 
What immortal hand or e)'e 
Could frame thy fc:irful symmetry? 
("The T yger"). A me taphor cannot b e construed from the interactions of 
its p arts; it cnlls for a special act of i11h1ition. 
The implica tions of this theory now appear: it presupposes a theory 
of knowledge, and tha t raises problems that we arc not yet prepared to 
d eal with. We shnll take them up in Chapter lX, §23. :-.I eanwhik, we 
can justlr regnrd the Supcrvcnicnce Theory as n last resort. If, in other 
worcls, a reasonable theory of met;1phor can be gi\'en, ''"hich acco11nts 
. satisfactorily for its pcc11linr charncteris tics, and if this theory implies 
that metaphorica l meanings can be a nalrzc<l nucl explicated, then, though 
the Supervenicnce Theory w ill no t b e refuted, it will be rendered un-
necessary. . 
. The third theory of melnphor T shnll call the Literalist TlicorlJ. T l1e 
term "li teral" has two common meanings. (a) It is opposed to "figurative," 
ns excluding 111c:tnphor!', similes, and other tropes. (h) It is opposc<l to 
"melnphoricnl"-which is the sense in which I use it here. A simple com-
parison ('Jlis house is like my hm1sc") is a literal expression, in that it 
uses none of its words mctaphoric:ally. And this is nlso true of one sort of 
simile: 
his frosted br<'ath, 
Like pious incense from a censer ol<l 
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(Keats, "Eve of St. Agnes"). The Literalist Theory is that metaphor is a 
dist,'l1ised or te lescoped simile. "Om birth is bt1 t a sleep ancl a forgetting" 
is to be construed as "Om birth is like a sleep ancl a forgcll.ing"; the 
metaphor .. p assion spins the plot," from 
In tr:igic li fe, Goel wot, 
No villain need he; p:ission spins the plot; 
\Ve arc be trayed by what is false within, 
(~Iercdith, "Love's C rave") is to be constru ed as "passion is like some-
thing tlwt spins and the plot is like something spun," for this is a double 
me taphor, in that passion only m etaphorically spins ancl plo ts arc only 
metaphorically spun. 
The concept taken as fundamental by the Literalist Theory is tha t of 
ellipsis. This is a notion tha t modern grammarians a rc uneasy about; if 
nowadays people nearly always say, "She is the one I adore," it seems 
artjfici.\I to regarcl it as elliptica l for "She is the one 1clio111 I adorc"-they 
arc no t conscious of leaving 011t anything. l311 t there arc sentences where 
we could say with some confidence that certain wore.ls arc implicit, though 
not uttered, because they are needed to comple te the sense by ruling out 
o ther possibilities. "lf he's going, I'm not" requ ires anoth er "going," 
rather than "staying," to be understood af tcr "not." The Litcralist Theory, 
then, holds that metaphors are elliptical similes. Since there is 110 funda-
mental diITe rence, they can be 1111dcrstoocl the way similes are, by the 
ordinary rules of langua;;e, and presen t no sQ_ccial problems for explicn-
tioo. For the only problem with a sim ile is d~a t of assembling enough 
factual information to determine how far it goes : 
Like as the waves make toward the pebbled shore, 
So <lo our minutes hasten to their end 
(Shakespeare, Sonnet LX). It is true tha t we have to work out the com-
parison ourscl\'es, but tha t is not strictly part of the 111ea11i11g of the 
simile, which only says that the waves and minutes resemble each other 
in some rcs1_>cct. 
Now nH.: taphors ancl similes arc in some ways not , ·ery different, and 
the view that one can be rccl ucecl to the other is rather ancient. Neverthe-
less, it is a mistake. 
First, note that there arc two kinds of similes: (1) An open simile 
simply states tha t.\'. is li ke r -thc minutes arc like the " ·an•s. (:z.) .-\closed 
simile states tha t X is like Yin such and such a respect. In the lines 
And custom lie upon thee with a \\'eight, 
Heavy as frost, and deep almost as life 
(\Vorclsworth, "Otlc: Int ima tions of I mmortalily from Hccollections of 
Early Childhood") custom and frost arc compared in "hc;\\'incss," custt'm 
and life in •depth." .Closed similes work like metaphors, and can be re-
~tate<l fairly satisfactorily as mctaphors-"Custom is frost-heavy"-but not 
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all metaphors, I think, can he satisfactorily restated as closed similes--
for example, in "The moon lies fair upon the straits," what is it that the 
moon lies like? But a metaphor cannot be reduced to an open simile, 
either, for they work ''cry diff Prently in poetic contexts. The open simile 
is empty and uncontrollt'<l without a context: A is like IJ, but in what· 
relevant respects the context has to inform us. The metaphor is full and 
rich, apart from ·any context; indeed, the function of the context is rather 
to eliminate possible meanings. than to supply them. A metaphor is not 
an implied comparisen. 
Logical Absrirdil!f 
The fourth theory of metaphor I shall call the Conlro~eision Tlrcnry. 
This odd nan)e is the best I have been able to disco,·cr for either the 
theory of metaphor or the general rhetorical struteg)' of which it is a 
species. Consider first a certain kind of discourse, to be called Sclf-Co11-
troccrli11g Discourse. Its essential principle is that the speaker or writer 
utters a statement explicitiy hut in such a war as to show that he does 
not believe what he states, or is not primarily interested in what he states, 
and iherehy calls attention to something else that he has not explicitly 
stated-"!£ he wins, I'll eat my hat." It is discourse that says more than it 
st(ltes, by canceling out the prin1ary meaning to 1nakc roon1 for scconclary 
meaning. The principle has extremely broad application, for it under-
lies a variety of tactics. Irony is a clear, example: when yon make a state-
ment ironically, yot1 show, by tone or in another way, that you are with-
drawing your statement in the act of making it, and thereby suggest the 
opposite. There are many other ways of doing the same thing: you can 
label your statements a "joke" or n ""story" or a "parable"; you can put 
them into verse, which carries the suggestion that your chief purpose is 
not to give useful information. You can use names that don't name any-
thing, like "Huckleberry Finn" or "Yoknapatawpha County," or say that 
an)' resemblance to actual persons, living or dead, is purely coincidental. 
You can put in obvious exaggerations, or violations of the la\vs of nature. 
You can be· evasive about the details, and thereb)• show that you aren't 
really prepared to verify your statements or submit them for verification. 
In all these cases, the strategy is similar: the reader can sec that you 
are not asserting the statement you make (to assert is to evince and to 
. invite belief), hut. since the statement is made, and something is pre-
sumably being asserted, he looks about for a secoud level of meaning on 
which something is being said. And in poetry the chief tactic for obtain-
ing this result is that of logical a/Jsurdity. In other words, it is the logical 
absurdity of statements in poems that gives them meaning on the second 
level. · · 
Let us use the term "attribution" for any linguistic expression, con-
taining nt least two words, one of which denotes a class and also charne-
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tcrizcs it in some way, and the other of which qualifies or modifies tlrn 
characterization. I shall call an expression an attribution whether it is 
merely a phrase, '"large dogs,". 01· a complete sentence, '"The clogs are 
large." But when I require the distinction, I shall speak of '"phrasc-
attributions" and '"scntcnce·attrihutious." The term that is modified in 
either case, '"clogs," I shall call the sub;cct of the attribution; the other 
term, '"large," the modifier: Notice that I do not say clogs are the subject, 
but the word '"dogs.'' · 
Consider now those attributions that have the peculiarity of being 
logically empty attrilrntio11s. I rlo not say they are meaningless \lttribu-
' tions; they simply have a certain logical property: they are, or contain 
parts that are, inapplicable to the world. And these logically empty at-
tributions arc of two fundamental sorts. 
A self-implicatice allrib11tio11 is one in which the meaning of the 
modifier is already contained in the· meaning of the subject, and there-
fore the modifier adds nothing to the whole expression. If the sclf-implica-
)ive attribution is a phrase ('"two-legged biped," "old harridan"), it is 
redundant; the entire attribution is not logically empty, but the modifier 
is useless. If the self-implicative attribution is a sentence ("Bipeds are 
two-legged," "Harridans arc old"), it'is tautological. 
Now, it is possible to utter self-implicative nttributions unwittingly, 
from ignornnce or haste-some people don't know that hnrridans are old 
by definition. But it is also possible to utter them wittingly, giving clear 
evidence that you know what you are doing. Then the utterance co!'-
troverts itself. The astute reader (or listener), seeing that you arc appm·-
ently serious about what you and he both know 'is logically nbsurd, must 
look abont for another possible meaning. If he can find it among the con-
notations of the modifier, he can givc a mcnning to the whole expression. 
It becomes no longer a bare self-implication, but a significant self-impli-
cation: that is, an attribution that is self-implicative, and therefore logi-
cally empty, on the level of what the modifier designates, but not on the 
level of what the modifier connotes. 
I shall given few examples. First, redundancy: 
Seven years \\'e have Jived quietly, 
Succeeded in avoi<ling notice, 
Living and p:irtly living. 
(Eliot, Murder in tlic Catliedral"). This is a double rcciundancy-taking 
the words literally-since "living quietly" entails '"li\'ing," and '"living·' 
entails '"partly living." The second and third times "lh·c" turns up, we 
understand its redundancy on one Jc,•cl, but we instantly tum to reflect 
upon the rich connotations of this word to sec which of them we can bring 
into the context. Another type is n pair of synonymous terms: "Th'inau-
6 Fro1n ~l11rder in the Catlicclral by T. S. Eliot. Co)lyright, 1935, by Ilarcourt, 
Broce and Con1p:in}", Inc., nnd rcprinlcd \Yilh their pcrn1issioo • 
. . 
dible and noiseless foot of time" (Alfs Well That Ends Well, V, iii, 40); 
Empson• gi\·cs this example and several others. The reader, seeking to 
circumvent the apparent repetitiousness, pays more attention to the subtle 
connotations that make the slight differences in meaning than he would 
if each word were alone. · 
For an example of tautology, the Eliot passage may be matched with 
I cannot· live \Vi th you 
It would be life 
(Emily Dickinson7)-that is to say, "If I should live with you, I would be 
living." Em"pson, again,• has shown in detail how rich is the meaning of 
"Let mi:: not love thee, if I love thee not" (George Herbert, "AU!iction"). 
Compare: • · 
This Jack, joke, poor potsherd, J patch, matchwood, and immortal 
diamond, 
Is hn1nortal dian1ond 
{Hopkins, "That Nature Is a Heraclitean Fire and of the Comfort of the 
Resurrcction"0). · 
· It inay seem strange to apply to poetry the cold machinery of formal 
logic, nut poetic statements, like all statements, ha\'C U logical form, and 
I ~m arguing that it is just their peculiarities of logical form on which 
their poetic power depends. Ther.e is not room here to dwell in detail 
upon the full meaning of all the lines I quote-to consider, for example, 
the way "immortal diamond," and its implicit conception of tl1e soul, is 
given a kind of resurrection in the Hopkins lines, by first appearing, in 
tl1e subject, among a handful of humble things, and then suddenly com-
ing to the fore, by itself, in the prcclicate. This is rare and rich. nut our 
present} concern is only with the elementary point that, on the literal 
level, this clause is a tautology, and it is tlie recognition of its tautological 
clinractcr that forces us to read its higher-level meanings out of it. 
' 
l\f elaJJ/iorical Attl'ib11tio11s 
A sclf-co11tradictory aflrib11tion is one in which the modifier desig-
nates some characteristic incompatible with the characteristics designated 
by. the subject-"four·leggcd biped," "Circles are square." A bare self-
contradiction is just that; hut when the modifier connotes some charac-
. teristic that, can be meaningfully attributed to the subject, the rcade1· 
jumps over the evident self-contradiction and constmes it indirectly, on 
o o,,, cit., pp. 108-11. 
'1 Fron1 "I Cannot Live 'vith You," 'l'lic Poems of Ernily Dickinson, ed. hy 
Tho1nas II. Johnson. ncprintc<l \vith the pcnnission of llic Belknap }>rcss of the 
llarvanl Univl'rsity Press. 
s Oµ. ell., p. ~07. Ile calls this "ambiguity by tautology"'; cf. the discussion of hi! 
seventh type in ch. 7.· · 
P Hcprintcd fro1n Jloc111.t of Gercrrcl ,\/anlcu l/opki1Li:, 3d ed., N. Y. and London: 
. Oxford Unlvl•rsity Press, 19-18; Lly permission of the Q.,ford University Press. 
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the principle that the \vriter knows he is contraclicting himself ancl 
wouldn't utter anything at all unless he Imel something sensible in mind. 
Then the expression becomes a significant sel/-co11lradiction. 
The simplest type of significant self-contradiction ·is oxymoron: 
"nasty-nice," "living death" (l\lilton, Samson Agonistes), "uukinclly kincle" 
(Donne, "Song"), or "These my feet go slowly fast" (Lovelace, "The 
Snay!"). But it is easy to find examples of larger ones: 
And what you <lo n~t know is the only thing you know 
And 'vha.t you o\vn is \\'hnt you do not o\vn 
And \vhcre you are is \vhcre you nre not 
(Eliot, "East Coker"10)-or Wordsworth's description of the Lonclon 
masses, 
melted and reduced 
To one identity, by di!Fcrcnces 
That have no la\\', no meaning, and no end 
(The Prelude, Book VII, II. 726-28). We might even include l\lariannc 
l\foore's "imaginary ganlcns with real toads in them" ("Poetry"). 
But there is another kind of self-contradiction that is more indirect, 
in the sense in which "mnle female" is a direct contradiction but "female 
uncle" an inclirect one. To call a man a "fox" is indirectly self-contradic-
tory' because men are by definition bipeds and foxes quadrupeds, and it 
is logically impossible to he both. To call streets "metaphysical" is in-
directly self-contradictory, because streets are by definition physical, not 
metaphysical. And these arc two examples of metaphor. "The man is a 
fox" says that the man has the characteristics connoted by· "fox"; "meta: 
physical street" attribull's to the street characteristics connoted by "meta-
. physical.''. It is easier to decide what characteristics are connoted by 
"fox" thart to clecicle what characteristics are connoted by "metaphysical.'' 
?-.Ictnphysics flourishes in Ne'" :flaven, to be sure, even on an "ordinary 
evening," but more in Linsly Hall than in the streets. If "metaphysical 
streets" is meaningful at all, it must be because some connotations of 
"metaph]lsical" can be found to apply to it: for example, they may-com-
pare them with Prnfrock's sll·ects-wancler like a metaphrsical argument, 
or they may-like Berkeley's physical world-have no existence outside 
the mind. In any case, I propose that whenever an attribution is indi-
. rcctly self-contradictory, and the modifier has connotations that could he 
attributed to the subject, the attribution is a metaphorical at!ribuiion, or 
metaphor. 
But this generalization, though I think trne, docs not go both ways, 
and so it docs not yet provide a complete thc01y of metaphor. It is prob•. 
nbly too strong to say that in D. U. Lawrence's lines, 
You \\'ho hike the 1110011 as in a sieve, and sift 
Her flake by flake mu! spread her meaning out 
101' .. ro1n Four Quu~l.:ls, Nc\V York: Ilnrcourt, Bro.cc & \Vurlc.11 19-13. \Vith p·cr• 
mlsslon • 
., 
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("The Sea""), it is self-contradictory to speak of spreading a meaning out. 
Yet there is eviclentlr so111l'tliing queer about this expression that sho\\'S us 
it is 1nCtnphoricnl, not litrral. For another l'Xnnlple, it is n saying a111ong 
theatrical people tlrnt ""Outside Broadway, everything is Bridgeport," 
which e\•idcntly applies the connotations of the name of my mnch-
maligned native city to the hintcrl:rnds in general. \Ve know how to con-
strue this sentence, though it is not sl!lf-contradictory, but n1crely absurd; 
that is, it is so ob\'iously false, and so ob,·iously knpwn br the speaker to 
.be false-since if he knows what "Bridgeport" refers to, he knows it has 
city limits-that w_e know it is not merely a literal statement. 
One war of resolving the problem is this. Most words, quite apart 
from their standard meanings, ha\"c certain Jll"es11p1>osilio11s. These ani 
the conditions under which we regard the word as correctly applied. For 
example, "Barbara" does not designate sex-indeed, it has no designation 
at all, being a proper name-but it presupposes being a girl, which is what 
is meant br sa):ing that it is a girl"s name. "'Bridgeport" is a city's name. 
"Loan" is correctlr applied to money: that is one of its rules. So "spread," 
we might say, requires that what is spread be a phrsical stuff, and being 
physical is its presupposition, though not part of its definition. \Vhen, 
therefore, it is applied to something that is not physical, it is misapplied, 
and can make a metapho1·. 
\.Ve may then restate the Controversion Theory as follows: a meta-
phor is a significant attribution that is either indirectly self-contradictory 
, or obviously false in its context, and in which the modifier connotes char-
acteristics that can be attributed, ti"uly or folsel)', to the subject. It may 
be helpful to exhibit the distinctions we have been making by a diagram: 
Logically empty attributions 
Self-implicative attributions 
Bare 
··Phrases: 
_redundancy 
, 
Significant 
Sentences: 
tautology 
Obviously false 
sentences \Vilh sig~ 
nificant connotations 
Mclafllwr 
Self-conb·adictory attributions 
I I . I 
Bare Significant NonscnSica1 
I 
D. It 1rcc : I Indirect 
I oxymoron 
I Sentences I Phrases: 
mclap/1ot 
11 .Fronl ••1°hc Sea," Collr!ctccl Pocuis of D. II. 1..au;rcnce, copyright 1929 by 
Jonathan Cape & Jlarrisun Sn1ith, Inc. H<.•priuh·cl \Vilh the pcnnissinn 0£ Jonathan 
C1111e, Ll<l,1 1'11c Viking l'rcss Inc., nn<l tl1c }~!>talc of lhc lntc 11.lrs. }i"ricda La\\•rcncc . 
,. ., 
The more difficult it is to work out connotations of the modifier that 
can he attrilmtJd to the suhjl'ct, lhc more obscure is the metaphor-hut 
this obvious])' clcpcncls upon the powers of the reader. As long as there 
arc such connotations, it is still a 1nctaphor, ho\\'Cvcr obscure. J3ut if there 
n:Te no such connotations, \VC ha\"e not a 111ctaphor, but no11sensc of a par-
ticular kin<l. It is not as easy as it rnight sccn1 to discover clear-cut ex-
mnplcs of nonsensical attributions; c\·cn if we put all English adjectives 
in one hat, and :all nouns in the other, and drew them out at random, we 
would find that the strangest cnmhinatiOns yield possible meanings upon 
, ,reflection; and thiS is a significant feature of living language that hils a 
bearing on another point I shall come to in a moment. ~lorcovcr, it must 
he admitted that we cannot know with certainty that a given attribution is 
nonsensical, because someone n1ay find n meaning in it that ,,·e have over-
looked, perhaps b)' inventing a line of poet>·)' in which the attribution 
works. 
Thus, for example, I once made up the expression "laminated gov~ 
· ernment" in class, on the spur of the moment, as an example of nonsense. 
A student later pointed out to me a \UV similar expression in a hook on 
government th:it gi\"es it, in' context, a tiefinite meaning." I should think 
"participh\I biped" and "•\ man in the key of A flat" arc very probably 
incapable of being explicated, ;mcl also such oltl philosophical favorites 
as "Cons;mguinity drinks procrastination."13 
The ControYersion Theory explnins one of the most puzzling and 
important foatures of metaphor, its capacit)' to create new contextual· 
meaning. Son1c~irnes \\'e have nn ic.lcn and s.enrch for a n1etnphor to mean. 
it-though eYcn in this case we don't know fully what we shall decide to 
mean until we find the metaphor. But sometimes we invent, or hit upon, 
a metaphor and find that it giYes us a new idea. The reason is that the 
connotations o( words are never fu11)' known, or knowable, bcf'lrchand, 
and ver)' often· we disco\"cr new connotations of the words when we see 
how they heha,;e as mocliGers in metaphorical attributions. The metaphor 
does not create the connotations, but it brings them to lifo .. For example, 
suppose we take the modifier from the metaphor "rubber questions" 
(E. E. Cummings), nnd combine it with a Ya.riet)' of nouns: 
rubber cube roots 
rubber melody 
mbberjoy 
J:l "In contrast lo the n1onnlithic state, the strC'ngth of 1\mcricnn political, ..:>CD4 
non1ic1 nud social org:anizatiun is ils lan1inatc1l structllrc , , , In this l:uninatc<l sociC'lY 
of pluralistic loraltics, it is oll\·ious that the country is able to prcst'r\'C its strength 
and unu,_., literally its inh:grily, so lon.1: as'C":1ch of the constitu<'t•l organi70ltions 111akcs 
only stu:h dc1nand!\ upon its 111cn1bl·rs 1ts c:1n ti\tionalty he rccunci1cc\ \\'ilh th<"ir obliga-
tions to otln·r orµ;\nizalions.:' George i\. Grahil1n, .'lorulity in A111arlcun Polilics, r-;'c\V 
York: H1uulo1n llonsc, J!J52, p. 302 . 
.. Ja Sr.c Ucrtn_uul Hus~l·ll, 1\11 I11quirr1 Int'! ,\Jc,u1i11g uncl Trutl1, New York: Norton, 
J 9·10· p. 209. . 
\" 
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rubber garden 
rubber cli[s 
rubber hopes 
. ' 
Some of these arc quite ccrtaiulr nonsense; in others, the combination 
yields a strange HC\\' incaning hccau.sl' the ~uhjcct singlC's out for atten-
tion a hitherto unnoticed connotii!ion uf the modifier. 
In this way a metaphor is ab!<? to mean something that no literal 
con1l,ination of \Vords in l"'xistcnce at a given tin1e can inean. It nug1ncnts 
the resources of our language, just as the Supcrvcnicnt 1~hcory insists. 
But the Litcrnlist Theory is right in saying that metaphor is nevertheless 
analyzable, 
. . ' 
Congruence and Plenitude 
It must be admitted that it is a long lea~ from simple attributions to 
the complex texture of actual poems. Therefore the Contrnversion Theory 
worked out here is onlr· a framework. \Ve have, however, something to 
which we can appeal in trying to rcsoh-e the problem with which we 
started in this section: whether there is a logic of explication. For a meta-
phor is a miniature poem, and the c.,plication of a metaphor is a model 
of aU·explica!ion. The problem of construing the metaphor is that of).le-
cidjng which of the modifier's connotations can fit the subject, and the 
inctaphor means all the connotations that can fit-except those that are 
farther eliminated by, because they do· not fit, the lnrger context. Con-
sider "O frail steel tissues of the sun" (G. H. Luce), which some of I. A. 
Richards' protocol-writers in l'raclical Criticism had so much trnuble 
with. It is a'.multiple metaphor, and its total regional meaning is the re-
sulhmt of a'nnmber of clashes and intcrlockings of words. \Ve think in 
what connotative senses the sun may be said to have tissues, and a tissue 
to be steel, and steel to be frail. Or, to put the words in right order, 
"frail" prepares us tO respond in a variety of possible \vn%; "steel" cnn 
only accept some of the connotations of "frail"; "tissue" fnrther rejects 
·and limits; and when the metaphor completes itself in "sun" only certain 
of the originally possible meanings of the separate \vords still survive-
except that some of them, too, may be pushed out hy the larger context. 
In explicating the metaphor "'c have employed two principles-and 
the same may be said of whole poems. First, there is the Principle of 
· Congruence. "Laminated" can connote the isolation of parts, but not in 
"laminalccl modulation," for modulations cannot lrn\"C isolated parts. This 
is what "fitting" has to mean, I think; in assembling, or f ecling out, the 
admissible connotations of words in a poem, we are guided by logical 
and physical possibilities, But second, there is the Principle of Plenitude. 
All tlw connotatii:ns that can he fouud to flt are to be nltributccl to the. 
poem: it mc:ins all it can mean, so to speak. 
·' 
-
The two principles. of explication constitute the method, or logic,. 
that we have been looking for. But two fundamental questions about 
then1 remain. 
First, is the method decisive? There can be no doubt that the method 
produces agrcctncnt ;.unong critics in a Jargc nurnbcr of cascS. Ancl ,,·hen 
a poem is very complex, and different readers work into it from different 
angles, so that each fimls things the others have missed, their e.xplications 
supplement each otl1cr and converge as they cx1Jand-consider, for ex~ 
ample, the many readings of Keats' "Ode on a Grecian Urn.'" A proposed 
explication n.iay be regarded as a hypothesis that is tested by its capacity 
to account for the greatest quantity of data in the "·ords of the poem-
. including their potential connotations-and in most poems for which al-
ternative hypotheses can 'be offered it will· turn out in the end that one 
is superior to the other. 
Nevertheless, it ~emains theoretically possible that even such a com-
plex discourse as a poem is radically ambiguous, in the strict sense. For 
the sentence "He rents the house," two incompatible explications can be 
given, and, without a context, there is no way to choose between them. 
Suppose-a for-fetched analogy-we have si~ odd-shaped pieces of card-
board and are asked to fit them together into a simple symmetrical figure. 
It may be that 11 fits them together into a triangle, and l3 into a diamond. 
Both lrnve soh·ed the problem; it simply has two solutions. Neither is 
wrong, though any other would be ,\-rang. The sort of ambiguity we find 
in "He rents the house" is unlikely to occur in complex and controlled 
discourse. Gray's Elegy contains the line "And all the air a solemn still-
ness holds," \Vhich is syntactica11y a1nbiguous because "air" can be either 
the subject ·or object of "holds." But we do not need to make a choice; 
the ambiguity suggests t11at it is hard to distinguish between the air and 
the solemn ~!illness. Therefore this line does not make the poem as a 
whole ambiguous. \Vhcreas in "He rents the house," we do have to.choose, 
because •l man cannot both pa)' rent for and accept rent for the same 
house at the same time. 
Where a poem is as a whole ambiguous, in the strict sense, it has no 
single correct explication, though it has a limited number of equal!}' cor-
rect onc>s. 
There is) another war of regarding the process of explication. To read 
a poem-that is, to sound the words, not neccssaril)' aloud, and under-
. stand them-is to perform it, or, in my technical sense, to give it a procluc-
.. tion. A reading usually begins with the printed marks, and is analogous · 
to the violinist's reading of a score. We found in Chapter I, §4, that unless 
we take the aesthetic object in the case of music to be the particular pro-
duction, contradictions result. But if we take explication-statements as de-
scriptions of particular readings of the poem, we are back with relativism, 
for every explicator is talking about his own private i1roduction. Yet if 
,. 
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explication-statements arc not descriptions of particular readings, what 
nre they? 
I think they are statements about how productions arc to he car-
ried out-how, in the cnllor1uial sense, the poem is to he performed. The 
explicator is something like the miisic teacher or coach. The list of poten-
tial secondary meanings of !he words •hows what can he produced from 
them. The explication, under the Principles of Congruence and Plenitude, 
shows what constitut,,s a correct pcrfoi·mance. But we doubted in the case 
of music that there is a single correct performance; why, then, should 
there be a singlb correct performance of poetry? 
In some cases, as we have agreed, there may not be: an ambiguous 
poem is one of which two or more equally congruent and plenary ex-' 
plications can be given. Dul: i£ explication is subject to these two princi-
ples, what it can make of the words, with their connotations and in their 
syntactical relations, is generally fixed and focused. The explicator cannot 
make so free with 'his marks on paper as the violinist with his marks. For 
the explicator's marks arc not arbitrary signals for specialized items of 
behavior-this note lo be slopped, the bow to change its direction at this 
point-but parts of a living language deeply implicated in the thoughts 
and experiences of many l1un1an beings. 
- There is still the second of our two final questions: "·hat is the 
justification for adopting the Principles of Congruence and Plenitude as 
a general method of explication? They might, of com;se, be given an in-
strumentalist justification, on certain assumptions that we sh'1ll have to 
consider in ~hapter XI, §28. Adopting these principles tends to make us 
read poems as 'complexly and coherently as possible-though the Principle 
of Congruence, since it only rules out impossibilities, docs not guarantee 
that poems rbd by it will necessarily turn out unified. If the value of a 
poem depends in part on its cohere11ec and complcxit)', then in the long 
run adopting the two principles will maximize poetic value. This makes 
the principles depend upon a theory of value, but they arc not relative 
·unless value. is relative, and once the principles arc -adopted, questions 
·of value can be ignored in tbe explication itself. 
The iustnnnentalist justification may be the answer, but I think our 
problem may be part of an even deeper one for which no perfectly ade-
quate solution has yet been found. In all empirical inquiry, when we 
choose among allernalirn hypotheses that explain a certain body of data, 
we are gniclcd· by a general principle, the l'rini::iple of Occam's Razor, 
· which enjoins us always to adopt the simplest hypothesis. The simples! 
hypothesis will be the one wliich explaim the most by the least; it is a 
principle of intellcetual economy. Ilut li1ou!(h we use this principle, and 
indeed make it ,1Jmost part of the dcunition of "rationality," we do not 
kn'!w how lo justify our use of it-or at least many philosophers toclay are 
much puzzled hy the problem. Some, howe\'Cr, would say that the very 
riolion of empirical explanation, when we consider it, involves the ac· 
.. 
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counting fcir much hy means of little-unless a hypothesis is at least 
somewhat simpler tlrnn its data, it is not really an explanation ut all. 
Therefore any good rcasmnrn ha\•e fo1· explaining things is also a good 
reason for explaining them as simply"' possible. 
The Principles of Congruence and Plenitude play in explication a 
role analogous to. that played by the principle of simplicity in scientific 
inquiry; and perhaps at bottom they may C\'Cn all be special cases "of some 
broader principle of "conomy. The very notion of critical explication 
seems to in\'olvc getting as·much meaning out of the poem as possible, 
subject cinly to some 1.iroad control that will preserve a distinction. be-
tween "getting out of" and "reading into." In the preceding section wc 
found that "literature" seems to be definable in terms of its second-level 
meaning as supremely significant language, aml surely poetry is the kind 
of literntmc that cxhibil< this multiplicity am! resonance of meaning to 
the highest degree. But if this is so, then the most appropliate approach to 
poetry would seem to be that which is fully open and alive to all its 
semantical richness, however subtle or recondite. 
. .
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